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ABSTRACT 
 
 
Benkowski, Rachel Rae.  M.A.  The University of Memphis.  August 2011.  The Sun Queen’s 
Trademark: A Study of the Tall Blue Crown of Queen Nefertiti.  Major Professor: Patricia 
Podzorski, PhD. 
 
The iconic tall blue crown favored by queen Nefertiti, wife of the pharaoh Akhenaten, is 
unique. I believe it was strongly influenced by a crown seen in depictions of queen Tiye as a 
sphinx from Sedinga, Nubia and the king’s xprS crown. The choice of Nefertiti’s unique crown was 
dictated by the need of the Atenist theology for a visual signifier of the link between the queen, 
the goddess Tefnut in her various forms, and the rwty lions. The connection between Shu and 
Tefnet and the solar guardian lions points directly to the notion that Akhenaten and Nefertiti, as 
personifications of the primeval twins, were both guardians, and offspring, of their unique solar 
deity, the Aten. To understand how Nefertiti’s crown helped define her status and roles during the 
Amarna period, this thesis examines the crown’s possible origins and divine associations, context 
of use, and Nefertiti’s titles and epithets that appear beside it. 
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CHAPTER 1: INTRODUCTION 
 
 
1:1 The Sun Queen 
Diverse ensembles of regalia adorned the bodies of kings and queens since the 
beginning of Egypt’s history.  The accoutrements worn by royalty had specific meaning, and 
functioned to support the king and royal family in their various roles.  These roles, pertinent to 
maintaining the well-being of Egypt and its pantheon of gods, constructed royalty’s physical 
embodiment of divine authority and legitimacy.  In this thesis I am examining one aspect of a 
queen’s royal regalia: the tall blue crown of queen Nefertiti (Figure 1). 
This thesis will analyze artistic representations of the tall blue crown in the context of its 
use, focusing on the actions of the king and queen, together with the titles that appear with 
representations of the crown.  My analysis begins with a review of previous scholarship on the tall 
blue crown in this chapter. In chapter 2 I begin with a brief introduction to divine queenship and 
the roles of queens in the 18th dynasty.  Queen’s crowns, such as the flat-topped modius, will also 
be discussed.  Because the queen’s roles were numerous, I concentrate on only two specific 
roles in a more detailed discussion: the God’s Wife of Amun and the queen as a specific aspect 
of Hathor, the king’s wife and mother.  Both of these aspects potentially influenced the tall blue 
crown, as well as Nefertiti’s prominent position in Amarna politics and religion.  This discussion is 
followed by a list of important queens of the 18th dynasty, all of whom helped to set the stage for 
Nefertiti’s prominence.  I end with a discussion on the changes seen in religion during the Amarna 
period.   
Chapter 3 focuses on the physical form of Nefertiti’s tall blue crown as it is depicted in art. 
Because the origins of the crown’s appearance cannot be identified with absolute certainty, I 
examine four different crowns as potential sources of influence: the queen’s modius, the xprS (the 
king’s blue crown), the Amun crown, and the unusual crown worn by queen Tiye in the form of a 
sphinx on a temple in Sedinga, Nubia. 
Chapter 4 is comprised of descriptions of scenes in which the tall blue crown appears. 
These include the royal and non-royal tombs at Amarna, as well as the city’s boundary stelae.  
Only scenes in which the tall blue crown is present and identifiable are described.  In order to 
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establish the contexts in which the tall blue crown appears, the following elements in the reliefs 
will be discussed: the queen and king’s regalia, the actions of the royal couple, and the setting of 
their activities.  
Chapter 5 focuses on the titles and epithets of queen Nefertiti. By looking at all of her 
titles, as well as the scene types in which these titles appear, we learn about the specific roles 
Nefertiti played.  Moreover, I will determine if there are specific titles that complement the tall blue 
crown, and if these titles are more significant than those that do not accompany the tall blue 
crown.  Chapter six contains my final conclusions, which includes a new emphasis on Tiye’s 
Sedinga crown revitalizing a theory recounted by Tyldesley associating this crown specifically 
with Tefnut, and introducing the rwty, their associations with the primeval twins Shu and Tefnut, 
and their protective function toward the sun god as one of the reasons why Nefertiti chose to 
utilize Tiye’s sphinx platform crown, ultimately creating a crown all her own. 
 
1:2 Past Scholarship 
 
Because of the widespread fame of the bust of Nefertiti in the Ägyptisches Museum in 
Berlin, the tall blue crown appears in countless works ranging from general books about the art 
history of ancient Egypt1 and the history of the Amarna period,2 to doctoral dissertations3 and 
detailed articles.4 Scholarship dedicated to Nefertiti’s tall blue crown includes work by Sir William 
Matthew Flinders Petrie, Norman de Garis Davies, Rudolph Anthes, Anges Rammant-Peeters, 
Lyn Green, Earl Ertman, George B. Johnson, Sandra Collier, and Julia Samson.  Davies is one of 
the first to describe the tall blue crown in his publication The Rock Cut Tombs at El Amarna, 
which discuss all of the nobles’ tombs at the site of Amarna.5  In these volumes he defines the tall 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 W. Stevenson Smith, The Art and Architecture of Ancient Egypt. 3rd rev. ed. William Kelly 
Simpson (Newhaven: Yale University Press, 1998), 172. 
 
2 Cyril Aldred, Akhenaten, King of Egypt (London: Thames and Hudson, 1991). 
 
3 Lana Troy, “Patterns of Queenship in Ancient Egyptian Myth and History” (PhD diss., Stockholm: 
Acta Universitatis Upsaliensis, 1986). 
 
4 Anges Rammant-Peeters, “Les couronnes de Nefertiti à el-Amarna,” OLA 16 (1985), 21-48.	  
  
5 Norman de Garis Davies, The Rock Cut Tombs of El Amarna 6 Vols (London: Egypt Exploration 
Fund, 1903-08). 
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blue crown as a “helmet,”6 perhaps a complementary name to what he calls the king’s crown, a 
“xprS helmet.”7  Anthes discusses this crown in detail, and agrees with Borchardt’s8 theories that it 
may be a wig, and that Tiye wears a similar crown “in certain likenesses.”9  Also focusing on the 
site of Amarna, Rammant-Peeters compiled a list of all of Nefertiti’s crowns in order to establish if 
particular crowns were designated for specific scene types.  She concluded that the tall blue 
crown was the crown of choice for Nefertiti and that it appears more frequently than any other 
crown.  However, she states that each of Nefertiti’s seven crowns (the tall blue, anedjty, Hathoric, 
cap, Nubian wig, khat, and the atef or hemhem) also appeared in a variety of scenes, and 
concluded that the queen’s choice of crown reflects an iconographic change, alluding to her rise 
in importance as great royal wife, and reflects the tall blue crown’s prominence over other 
crowns.10  What Rammant-Peeters does not include, which I will discuss in chapter four, is an 
examination of the crown in its larger environment, which tells the viewer about its meaning and 
function.  Collier’s dissertation focuses on king’s crowns, but when discussing the Amun crown’s 
history, she mentions Nefertiti, stating that it was the main influence for the tall blue crown, 
defining the tall blue crown as the “Amun crown base.”11 	  In her dissertation, Queens and 
Princess of the Amarna Period, Lyn Green argues that the tall blue crown was the feminine 
equivalent of Akehnaten’s xprS crown, and thus, was influential in its creation.12 In a later article, 
Green reinforces this argument, stating that an examination of the contours of the tall blue crown 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Norman de Garis Davies, The Rock Cut Tombs of El Amarna Part I: the Tomb of Meryra (London: 
Egypt Exploration Fund, 1903), 27. 
	  
7 Ibid., 31. 
 
8 Ludwig Borchardt, Porträts der Königen Nofret-ete aus den Grabungen 1912/13 in Tell El-
Amarna. Ausgrabungen der Deutschen Orient-Gesellschaft in Tell El-Amarna III (Leipzig: J.C. Hinrichs, 
1923), 35-37; Rudolf Anthes, The Head of Queen Nofretete (Berlin: Ehemals Staatliche Museen, 1961), 35-
36.	  
 
9 Rudolf Anthes, The Head of Queen Nofretete.  (Berlin: Ehemals Staatliche Museen, 1961), 5-6. 
 
10 Rammant-Peeters, “Les couronnes,” 40, 48. 
	  
11 Sandra Collier, The Crowns of the Pharaoh: Their Development and Significance in Ancient 
Egyptian Kingship (PhD diss., University of California Los Angeles, 1996), 107. 
	  
12 Lyn Green, Queens and Princesses of the Amarna Period (PhD diss., University of Toronto, 
1988), 82 and 84. 
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affirms that it is both taller and lacks the middle concavity of the conical-shaped headdresses 
worn by the god Amun, or the goddess Anuket.13 Harris, Ertman, Samson and others have 
dedicated articles to the influence which the queen had when wearing the tall blue crown, going 
so far as to suggest she was appointed coregent with Akhenaten14 or perhaps even king after 
Akhenaten died.15  Samson states: “Nefertiti’s unique sovereignty with Akhenaten, as in a co-
regency, is immortalized.  At his death, until the succession of Tut’ankhamun, she would have 
been the obvious royal and divine ruler in the interregnum.”16  George B. Johnson discusses the 
form, texture and color of the tall blue crown in two articles.17  The catalog accompanying the 
exhibition The Royal Women of Amarna, Images of Beauty from Ancient Egypt, at the 
Metropolitan Museum of Art, examines various aspects of the queens and princesses at Amarna 
and includes a chapter where Green once again identifies the tall blue crown as Nefertiti’s 
“hallmark,” influenced by the king’s xprS crown.18	  
In more recent scholarship, there is a lack of research focusing on the tall blue crown’s 
appearance throughout the Amarna period, and the context of use, especially in relation to the 
king’s crowns.  Moreover, attention has not been paid specifically to Nefertiti’s actions alongside 
those of the king when she wears the tall blue crown and the king wears the xprS crown.  When 
examining Amarna period texts, the types of titles, epithets and exhortations utilized when the tall 
blue crown appears has also not been researched closely.  This thesis aims to investigate all of 
these aspects. Ultimately, I conclude that the main influence for the tall blue crown comes from 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Lyn Green, “Queen as Goddess: the Religious Roles of Royal Women in the Late Eighteenth 
Dynasty,” Amarna Letters 2 (Fall 1992), 31.  Anuket’s crown comprises of a circlet of tightly secured ostrich 
plumes emerging from a diadem or headband. 
 
14 James P. Allen, “Akhenaten’s ‘mystery’ successor and coregent,” Amarna Letters vol. 1 (Fall 
1991), 74-85; J. R. Harris, “Nefertiti rediviva,” Acta Orientalia, [Copenhagen] 35 (1973), 5-13; J. R. Harris, 
“Nefernefruaten,” Göttinger Miszellen Heft 4 (1973), 15-17. 
 
15 Earl Ertman, “Is there Visual Evidence for a ‘King’ Nefertiti?”  Amarna Letters 2 (Fall 1992), 55. 
 
16 Julia Samson, “Nefertiti’s Regality,” JEA 63 (1977), 97. 
	  
17 George B. Johnson, “Seeking Nefertiti’s Tall Blue Crown,” Amarna Letters (Fall 1991), 50-61; “A 
Battered Limestone Head in Cairo, JE 34546, Further Evidence for Nefertiti’s Beaded Crown,” Amarna 
Letters 3 (Winter 1994), 90-91. 
	  
18 Lyn Green, “Who was Who,” in The Royal Women of Amarna, Images of Beauty from Ancient 
Egypt (New York: The Metropolitan Museum of Art, 1996), 10. 
 5	  
the unusual crown worn by queen Tiye depicted as a sphinx, an iconographic element specifically 
associated with the goddess Tefnut and that the choice of this crown was determined by the 
complex and critical relationships between the Nefertiti, Akhenaton and the Aten and was not 
merely a unique “fashion statement.” 
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CHAPTER 2: THE HISTORICAL BACKGROUND 
 
 
2:1 Historical setting: a brief introduction to the early 18th dynasty 
The 18th dynasty in Egypt (ca. 1539 – 1292 BC)1 began with the expulsion of the Hyksos, 
an Asiatic group that controlled the delta region during the Second Intermediate Period (ca. 1759-
1539 BC).2  Ahmose I, who was in control of Thebes in Upper Egypt, ruled a reunified Egypt after 
his expulsion of the foreigners.3  Thereafter, Egypt was able to expand its empire from Nubia to 
the south through the Levant to the northeast.4  Contact between Egypt’s kings and rulers from 
regions throughout the Mediterranean and the Fertile Crescent are documented through textual 
sources, such as the Amarna Letters.  These clay tablets, which number in the hundreds, contain 
invaluable political correspondence between rulers, including inventories of gifts and letters, 
informing us of the how the major powers of the Near East interacted with one another.5  Beyond 
military and political endeavors, the kings of the 18th dynasty demonstrated their legitimacy 
through religious mechanisms, such as temple construction for various gods, including and most 
particularly, Amun.  Two kings who chose to emphasize their legitimacy using theological means 
were Hatshepsut and Amenhotep III.   
Hatshepsut, queen of Thustmose II, took the throne after her husband’s death by the 
means of a coregency with the adolescent Thutmose III.  She utilized a narrative, identified in 
modern scholarship as the “divine birth,” to legitimize her rule. It should be noted that Hatshepsut 
was not the first to present her birth as being the result of divine conception.  The Westcar 
Papyrus from the Middle Kingdom describes the birth of the first three kings of Dynasty 5, and 
how the deities Isis, Nephthys, Meskhenet, Heket and Khnum assisted Reddedet in the birth of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 See Table 1 for a detailed list of rulers in this dynasty.  These dates are approximate, as there is 
no way to determine the exact starting and ending dates of dynasties. Ancient Egyptian Chronology, eds. 
Erik Hornung, Rolf Drauss and David A. Warburton (Leiden: Brill, 2006), 198-208, 492. 
 
2 Ibid., 492. 
 
3 Erik Hornung, History of Ancient Egypt, an Introduction (Ithaca: Cornell University Press, 1999), 
77. 
 
4 Ibid., 80, 90. 
	  
5 William L. Moran, The Amarna Letters (Baltimore: John Hopkins University Press, 1992), XV-XVII. 
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the three kings.6  This idea was utilized by subsequent kings, such as Amenhotep III.  Hatshepsut 
maintained that the god Amun, in the guise of her father, impregnated her mother Ahmose.  
According to this narrative, Amun consulted the Great Ennead with the intention to give the 
kingship of Egypt to Hatshepsut.7  This text is accompanied by imagery on her mortuary temple at 
Dier el Bahri, which depicts her conception and creation (Figure 2).8  It should be noted that in the 
New Kingdom the king was understood as the living son, and therefore the personification, of 
Amun-Re.9  This embodiment occurred when Amun took the form of the living king and 
impregnated the queen, thus conceiving the heir to the throne.10 In the New Kingdom, Egypt was 
understood to be ruled by Amun through the king, and the deity was also seen as the “father 
figure” for the king on temple décor, often overseeing or awarding the king victory in military 
endeavors.11  This connection with Amun-Re is rooted in the conception of divine kingship and 
the identification of the king as the son of the sun god, which dates back to the establishment of 
the Egyptian state.  It implies that the ideal kingship is an “uninterrupted sequence of legitimate 
kings ruing in a single line of succession descended from the gods.”12 
A period of political equilibrium between the major ancient powers seems to have been 
reached by the reign of Amenhotep III.  Instead of focusing on expanding the Egyptian empire, he 
concentrated on building projects within Egypt stretching from the delta region in the north to 
Nubia in the south: “By the end of his thirty-eight years on the throne, Amenhotep had 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 The Literature of Ancient Egypt: An Anthology of Stories, Instructions, Stelae, Autobiographies 
and Poetry, ed. William Kelly Simpson (New Haven: Yale University Press, 2003), 20-24. 
	  
7 Hornung, History, 86. 
 
8 Edouard Naville, Temple of Dier el Bahri Part II (London: Egypt Exploration Fund, 1896), XLVII. 
	  
9 Lanny Bell, “Luxor Temple and the Cult of the Royal Ka,” JNES 44 (Oct 1985), 190. 
	  
10 Bertha Porter and Rosalind L.G. Moss, Topographical Bibliography of Ancient Egyptian 
Hieroglyphic Texts, Reliefs and Paintings: Theban Temples, 2nd ed. (Oxford: Clarendon Press, 1972), 348. 
 
11 Barry J. Kemp, Ancient Egypt: Anatomy of a Civilization (London: Routledge 1989), 198.	  	  
 
12 Ibid., 200. 
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transformed his entire country into an imperial showplace befitting Egypt’s role as the center of 
the cosmopolitan world.”13 
The son of Amenhotep III, Amenhotep IV, took the throne in the fifth month of his father’s 
38th regnal year.14  Because royal sons are typically inconspicuous during the reign of their 
fathers, Amenhotep IV (who I will now refer to by his later name, Akhenaten) does not appear 
until he takes the throne.  In Akhenaten’s reign (ca. 1352-1336 BC)15 great changes in art and 
religion are witnessed.  The conventional representation of the human form, which was rooted in 
Egyptian tradition since the earliest dynasties, was significantly altered.16  Instead of the 
idealized, muscular, and perfectly proportioned male body representing the king, a more 
elongated feminine form with a small waistline and large hips appears with almond-shaped eyes 
and a protruding chin (Figure 3).17  The art that comes from the reign of Akhenaten has been 
described by some as grotesque18 and “hideous to behold.”19  Just as significant are the religious 
shifts instigated by the king, which almost completely expunged the traditional pantheon of gods, 
especially Amun-Re.  Akhenaten did away with traditional religious theology and instead initiated 
the worship of only one god, the physical sun disc: the Aten.  At the time of this religious change 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 W. Raymond Johnson, “Monuments and Monumental art under Amenhotep III: Evolution and 
Meaning,” in: Amenhotep III, Perspectives on His Reign, eds. David O’Connor and Eric H. Cline  (Ann Arbor: 
University of Michigan Press, 2001), 64. 
 
14 Erik Hornung, “The New Kingdom,” in: Ancient Egyptian Chronology, eds. Erik Hornung, Rolf 
Krauss and David A. Warburton (Leiden: Brill, 2006), 205.  It has been hypothesized that Akhenaten and 
Amenhotep III ruled together in a coregency. (Donald B. Redford, Akhenaten the Heretic King [Princeton: 
Princeton University Press, 1987], 59).  Moreover, Aldred states that a coregency is to be “expected,” due to 
Amenhotep’s apparent poor health in his last years, and the precarious “conditions” that caused him to 
celebrate three or more jubilees in seven years (Redford, Akhenaten Heretic King, 173). 
 
15 Hornung, Egyptian Chronology, 205. 
 
16 However, the aspective approach to two-dimensional representation continued to be used. 
	  
17 Gay Robins, Proportion and Style in Ancient Egyptian Art (Austin: University of Texas Press, 
1994), 13.	  	  
	  
18 Erik Hornung, Akhenaten and the Religion of Light, trans. David Lorton (Ithaca: Cornell University 
Press, 1995), 42. 
 
19 Redford, Akhenaten, 58.  However, it is theorized that the purpose behind this change in artistic 
rendition of the human form had to do with the evolving religion of the Amarna period and the androgynous 
nature of the king as a manifestation of the Aten on earth.  The Aten was as a self-created creator god and 
therefore androgynous, and the king perhaps intended to have his image be represented in the guise of the 
Aten. 
 
 9	  
cultic ritual and performances, like the Opet festival, ceased except for the simple act of offering 
to the Aten.20  It is this new theology that gave religious and political prominence to Akhenaten’s 
great royal wife, Nefertiti (Figure 1). Before discussing queen Nefertiti in detail, I will begin with a 
brief discussion of the traditional role of Egyptian queens and the immediate female predecessors 
who set the stage for Nefertiti’s prominence.  
 
2:2 Egyptian Queens, a general overview 
 
Because royal women functioned in ritualistic roles alongside the king, queenship was an 
essential part of kingship.21 Royal women in ancient Egypt were identified through their 
relationship with the king, for example: Hmt nsw: “king’s wife” or mwt nsw: “king’s mother.”22  The 
importance invested in the king’s principal wife, or the queen, was rooted in theology, wherein the 
queen’s function was understood to be complementary to that of the king.23  The idea of a duality 
consisting of the king and queen was essential to the creative dynamic of the universe.24  In 
practical terms, the principle role of women within the royal sphere was to provide a male heir to 
the throne.25  However, there is evidence that specific women, mainly the king’s principal wife and 
his mother, also actively participated in ritualistic roles and thus, in some respects, were 
understood to be divine.  These women were represented through the use of iconographic 
signifiers, titles, and the specific contexts in which they appear. Royal women most often appear 
in artistic depictions alongside, or following, the king as he performs rituals.26  The actions of 
queens in ritual often encompass shaking a sistra or menat, perhaps presenting an offering to a 
god.  Gay Robins suggests that on the rare occasion when a king actually performed a ritual 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 Ibid., 169-170. 
	  
21 Troy, Queenship, 2. 
 
22 Gay Robins, Women in Ancient Egypt (Cambridge: Harvard University Press, 1993), 21-22. 
 
23 Troy, Queenship, 2. 
 
24 Ibid., 12. 
 
25 Robins, Women, 21. 
 
26 Ibid., 40. 
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within a temple (instead of a priest), the queen participated in the ceremony.27  However, in the 
18th dynasty, queens began to play a significantly more dynamic role in ritual, which set the stage 
for the roles that Nefertiti’s played, such as acting as sole officiate to the Aten and having a 
temple erected as her own unique place of worship.28   
The symbolic accoutrements most important to a queen’s iconography were crowns.  
Most popular among Egyptian queens was the vulture headdress, which dates to the Old 
Kingdom.29  This headdress is shaped like the body of a vulture with outstretched wings, which 
sits atop the queen’s head, conforming to the skull’s shape.  The wings of the bird fall down the 
sides of the head, behind the ears (Figure 4).  The vulture represents the deity Nekhbet, the 
goddess of Upper Egypt.30  The goddess of Lower Egypt, Wadjet, represented by a uraeus, was 
also worn by queens and kings (Figure 5).  This insignia represents the erect body and head of a 
spitting cobra, which was placed atop the wearer’s brow.  The uraeus typically fronted 
headdresses, such as the vulture headdress31 and was worn for protection.32 Because of its 
strong connection with kingship, the uraeus marked the women who wore it as royalty. The 
uraeus is also associated with the goddess Hathor, specifically referencing the queen’s roles as 
the wife and daughter of Re.33   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 Ibid., 41. 
 
28 Donald B. Redford and R.W. Smith, The Akhenaten Temple Project, Volume 1: Initial Findings 
(United Kingdom: Aris & Phillips, 1976), 80-81.  For example, Nefertiti’s Hwt bnbn has been theorized by 
scholars such as Redford to be her own personal Aten temple due to the fact that the king does not appear 
on any reliefs from the structure.	  	  
	  
29 Troy, Queenship, 23. 
 
30 Ibid., 116.  The two ladies, or the cobra and vulture goddess, Wadjet and Nekhbet, are rooted in 
the iconography of queenship and kingship since before the Old Kingdom.  Troy states: “the Two Ladies are 
regarded as the mothers of the king and as personifications of the two eyes of [Re] in their identification with 
the crowns of Upper and Lower Egypt, (Troy, Queenship, 116-17).”  The word for vulture, mwt, is spelled the 
same way as the word mother, mwt. (Raymond O Faulkner. A Concise Dictionary of Middle Egyptian 
[Oxford: Oxford University Press, 1962], 106) Perhaps the vulture could also be pointing to the queen’s role 
as mother to the king.  
 
31 Green, Queens and Princesses, 41.	  	  
	  
32 Katja Goebs, Crowns in Egyptian Funerary Literature, Royalty, Rebirth, and Destruction (Oxford: 
Griffith Institute, 2008), 15. The Coffin Texts state that the uraeus on the forehead “beholds the ba” through 
a fiery snake. 
 
33 Troy, Queenship, 21 and Green, Queens and Princesses, p 41.  The uraeus is an aspect of the 
goddess Hathor.  One of her titles, the “Golden One,” emphasizes her role accompanying the sun god on his 
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In the beginning of the New Kingdom queens seemed to maintain one of two major ritual 
roles.  The first role is the God’s Wife of Amun, an office held by Ahmose Nefertari, queen of 
Ahmose I, and Hatshepsut under the reign of Thutmose II.  The second role, played later on by 
Tiye, under the reign of Amenhotep III, pertained to the queen as a personification of the goddess 
Hathor. Towards the end of Amenhotep’s reign she was worshipped as an aspect of Hathor-
Tefnut.34 
THE GOD’S WIFE OF AMUN 
 In the 18th dynasty, Hmt nTr n Imn “God’s Wife of Amun,” was a priestly title bestowed by 
king Ahmose I on his Great Royal Wife and half-sister, Ahmose Nefertari, after the expulsion of 
the Hyksos from Egypt.  Hmt nTr n Imn was a prestigious title, one that gave the priestess wealth 
and land of her own.  This title was passed from Ahmose Nefertari to her daughter Meritamun, 
then to Hatshepsut, and subsequently to her daughter, Neferura.35  The first instance of the title 
God’s Wife, Hmt nTr, was used in the First Intermediate Period and does not refer to the god 
Amun.  It applied to non-royal women associated with the cult of Min at Akhmim.36 The first 
appearance of the full title, Hmt nTr n Imn, is displayed on the Donation Stela of Ahmose 
Nefertari.37 After Hatshepsut’s reign royal women used this title sporadically. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
daily journey through the sky.  In mythology she is called the eye of Re in the Destruction of Mankind 
because she nearly killed all of mankind as a lioness.  Troy (Queenship, 23) states: “Hathor is both the 
‘house’ which contains the solar child [Horus] and the eye of the god [Re].  As the eye she is the daughter of 
a divine father.  The god Re is both father and child of Hathor.  In this context one may deduce an 
association with the role of the heavens, parallel with the status of the falcon god Horus.”  Lastly, the 
physical sun was understood to be made of two components; the disc and the rays.  The rays, which come 
forth from the disc, were personified by the cobra. 
 
34 Lawrence M. Berman, “Overview of Amenhotep III and His Reign,” in: Amenhotep III, 
Perspectives on His Reign, eds. David O’Connor and Eric H. Cline (Ann Arbor: University of Michigan Press, 
2001), 6-7.   
 
35 Mariam Ayad, God’s Wife, God’s Servant: The God’s Wife of Amun c. 740-535 BC (New York: 
Routledge, 2009), 4.  This title would have been passed down from mother to daughter, keeping this power 
within the immediate royal family, further securing internal power. Zahi Hawass, Silent Images: Women in 
Pharaonic Egypt (Cairo: C.D.F. Ministry of Culture, 1995), 181.   
	  
36 M. Gitton and J. LeClant, “Gottesgemahlin,” in: LÄ Vol. 2, 793. 
	  
37 Graciela Gestoso Singer and Virginia Laporta, “Life and Afterlife of Ahmose Nefertari,” i-Medjat 5 
(2010), 9-10. 
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 The precise responsibility of the God’s Wife is still debated in scholarship.  However, 
there is one popular theory: the God’s Wives of Amun served as the sexual stimulant for the god 
Amun, so that he would repeat the act of creation, maintaining the world’s existence.  Evidence 
for this theory comes from the title Drt nTr, “God’s Hand,” 38 occasionally held by women who were 
also Hmt nTr.39  Though we do not know the exact function of the God’s Wife of Amun in the 18th 
dynasty, numerous relief scenes from monuments at Karnak and Medinet Habu present these 
women sustaining the god’s needs and ensuring his well-being.  Some of the duties to sustain 
Amun include playing music for the god by shaking a sistrum and offering provisions of wine, 
foodstuffs, cool water and incense, among other things.40 
QUEEN AS HATHOR 
The queen’s role as Hathor is quite complex, and only certain components of this role will 
be summarized here.  The goddess Hathor had many aspects, which include: sky goddess; wife, 
daughter and Eye of the sun god Re; mother and wife of the king; goddess of women, sexuality 
and womanhood; and goddess of the afterlife.41  The roles that I will concentrate on in this section 
are those of Hathor as mother and wife of the king.42   
The queen is often represented as Hathor because the goddess can appear in many 
guises, reflecting her various roles.  Because of this diversity, the queen is able to relate to the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 Gay Robins, Reflection of Women in the New Kingdom: Ancient Egyptian Art from the British 
Museum (San Antonio: Van Siclen Books, 1995), 64.  The hand would have been used in the same fashion 
that the creator god, Atum used his hand to stimulate himself: “It is Atum who came into being as the 
masturbator of Heliopolis.  It was in his fist that he put his phallus.  He achieved orgasm with it and the son 
and daughter, brother and sister, Shu and Tefnut were born,” (Pyramid Text 1248 A-D, translated in Troy, 
Queenship, 16). 
 
39 Ayad, God’s Wife, 4. 
  
40 Ibid., 35-74. Aldred makes an interesting comparison between the God’s Wife and Nefertiti that 
speaks of her high status. All queens before Nefertiti were God’s Wives, however, Nefertiti was not, yet her 
roles were still “equivalent in [the God’s Wives] sacerdotal position, being virtually paramount.  Unlike other 
chief queens, she is shown taking part in the daily worship, repeating the same gestures and making similar 
offerings as the king: in fact the divine service is a reciprocation between the god and the royal pair.  She is 
one of the triple powers, with the Aten and the king, that were invoked by the courtiers for funerary favors,” 
(Aldred, Akhenaten, 223). 
 
 
41 C.J. Bleeker, Hathor and Thoth: Two Key Figures of the Ancient Egyptian Religion.  (Leiden: Brill, 
1973), 27-53. 
  
42 For a detailed discussion of the queen’s roles as Hathor, see Troy, Queenship, 53-72.  
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goddess’ many roles.  This connection is seen best when Hathor acts as a divine model for the 
queen in her relationship with the king, as both wife and mother.  Moreover, in ritual, Hathor 
interacts with the king in a complementary fashion, as his feminine counterpart, thus functioning 
as the divine equivalent of the queen. Likewise, the queen plays the mortal role for the goddess.  
“As Hathor incorporates the role of royal wife and mother into her area of activity, the queenship 
also shares in the divinity of the goddess and acquires a mythic aspect.”43  Therefore, we come to 
understand that the queen’s roles make her a living manifestation of the goddess; Hathor is a 
model providing the framework for the ritualistic conception of queenship.44  
 
2:3 The preface to Nefertiti: 18th dynasty women of significance 
Women of the early to mid 18th dynasty stand out as having held superior positions both 
ritualistically and politically than their predecessors.  These women, all of whom helped to set the 
stage for Nefertiti’s unprecedented prominence, are Ahhotep II, Ahmose Nefertari, Hatshepsut, 
and Tiye. Queens of the 18th dynasty were powerful and capable, insofar to be labeled 
“matrifocal” by Laporta and Gestoso Singer.45 
AHHOTEP II 
 Ahhotep II, the mother of the first 18th dynasty king, Ahmose I, was the first prominent 
woman of the New Kingdom.  It has been theorized that she was left responsible at Thebes 
during the Hyksos wars while her husband, Seqenenre Ta’o II, was fighting in the north.46  On a 
stela at Karnak, Ahmose I speaks of his mother as “caretaker” of Egypt: “She has looked after 
[Egypt’s] soldiers, she has guarded her, she has brought back her fugitives and collected together 
her deserters, she has pacified Upper Egypt and expelled her rebels.”47  This quote tells us of this 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43 Troy, Queenship, 54. 
 
44 Ibid. 
	  
45 Gestoso Singer and Laporta, “Ahmose-Nefertari,” 2. 
 
46 Betsy M. Bryan, “In Women Good and Bad Fortune are on Earth, Status and Roles of Women in 
Egyptian Culture,” in: Mistress of the House, Mistress of Heaven, eds. Anne K. Capel and Glenn E. Maroke 
(Machester: Hudson Hills Press, 1996), 31. 
	  
47 Translated by T.D.H James, “Egypt: From the expulsion of the Hyksos to Amenophis I,” in: The 
Cambridge Ancient History, 3rd ed. (Cambridge: Cambridge University Press, 1973), 306. 
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queen’s abilities to rally troops and influence the soldiers of Egypt.48  It is possible that Ahhotep II 
acted as regent after her husband, king Seqenenre Tao II, died.  This idea of a woman regent 
was not new, as queens since the 2nd dynasty had occasionally ruled because male heirs were 
underage.49  
AHMOSE NEFERTARI 
 The wife of Ahmose I, the first king of the 18th dynasty, was queen Ahmose Nefertari.  
Upon marriage, she immediately gained titles of “Lady of Upper and Lower Egypt,” “God’s Wife of 
Amun,” and “Second Prophet of Amun.” Her most commonly used title was that of God’s Wife 
(Figure 6).50  This queen participated in several political, religious and economic projects, 
including opening quarries at Memphis and Asyut, and assisting her son in erecting a cenotaph 
for his grandmother queen Tetisheri at Abydos.51  Her presence as a God’s Wife is seen at 
Karnak on the Donation Stela of Ahmose Nefertari, where the king: “[Gave] the office of the 
Second Priest of Amun to the god’s wife, great royal wife, she united to the beauty of the white 
crown, Ahmose Nefertari, may she live!”52  After the death of her husband, Ahmose Nefertari 
ruled briefly as regent while her son Amenhotep I grew to a mature age.  At this time there is 
evidence that she received awards for her military accomplishments, and her name appears on 
several temples in Abydos, Thebes and in the Sinai at Serabit el-Khadim.53   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48 Robins, Women, 44. It should be noted, however, that texts like this are so imbued with ideology 
that it is rather hazardous to make historical conclusions based on them.   
 
49 Ann Macy Roth, “Models of Authority: Hatshepsut’s Predecessors in Power,” in: Hatshepsut from 
Queen to Pharaoh, ed. Catharine H. Roehrig (New York: Metropolitan Museum of Art, 2006), p. 10-11. 
 
50 Gestoso and Laporta, “Ahmose Nefertari,” 9. 
	  
51 Ibid., 8. 
 
52 Ibid., 9; Robins, Women, 44. 
 
53 Gestoso and Laporta, “Ahmose Nefertari,” 9. 
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HATSHEPSUT 
 As was the case with Ahmose Nefertari while she was queen, Hatshepsut was most 
frequently referred to as a God’s Wife on monuments.54  During the reign of her husband, 
Thutmose II, Hatshepsut was depicted playing an active role with her husband on many of his 
monuments at Karnak. Hatshepsut rose to be the most powerful woman of the 18th dynasty and 
became coregent after her husband died, having left only an adolescent boy as heir Thutmose III, 
son of Thutmose II and a woman named Isis.55 This regency is ultimately what allowed 
Hatshepsut to become the king.   
QUEEN TIYE 
Amenhotep III married a woman named Tiye in the second year of his reign.  This date is 
given on the face of numerous commemorative scarabs disseminated throughout Egypt and the 
Mediterranean, announcing the king’s marriage.56 Tiye was not of royal birth.  Her parents, Yuya 
and Thuya, were suggested by Theodore Davis to be “Egyptians of mediocre if not low, 
extraction” and that the prestigious titles listed in their tomb were given only after Tiye became 
queen.57  However, scholars such as Green and Tyldesley dismiss this theory, stating that Yuya 
and Thuya had close connections with royalty.  Green suggests they were of the Thutmosid 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 Bryan, “In Women,” 31. 
 
55 Aidan Dodson and Dylan Hilton, The Complete Royal Families of Ancient Egypt (London: 
Thames & Hudson, 2004), 132. 
	  
56 C. Blankenberg-Van Delden, The Large Commemorative Scarabs of Amenhotep III (Leiden: Brill, 
1969), I-IX. 
 
57 Theodore M. Davis, and Gaston Maspero, The Tomb of Queen Tiyi (London: Constable and Co. 
Ltd., 1910), XV. Yuya’s titles were the “God’s Father” or “Divine Father,” a title given to high viziers in the 
king’s court and to those who had a special relationship with the king, “Master of the Horse,” “Priest of Min,” 
“His Majesty’s Lieutenant-Commander of Chariotry,” and “Overseer of Cattle of Min, Lord of Akhmim.” This 
last title gives the hometown of Yuya. Tiye’s mother, Thuya, also held titles in the king’s court.  She was 
called “Dresser to the King,” “Chantress of Amun,” Favored of Hathor,” “Royal Mother of the Chief-Wife of 
the King,” and “Her Son, the Second Prophet of Amun, the Praised one of the good God, Anen.” This last 
title tells us that Thuya’s son, Tiye’s brother, was a high priest in the priesthood of Amun, a fact that Anen 
himself does not mention on any of his personal monuments. 
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line,58 and Tyldesley goes as far to suggest that Yuya could have been related to Mutemwia, 
Amenhotep’s mother:  
“[The] wealthy and educated elite [effectively] formed non-royal dynasties parallel to the 
royal dynasty, handing positions of trust and power from father to son.  Such families 
were also linked by marriage both to each other and to the royal family and it is possible 
that Yuya was already related to the young king.”59 
 
Tiye experienced unprecedented prominence as a queen, regularly appearing beside 
Amenhotep III in relief and statuary, and her name is found next to his on scarabs, jewelry and 
small vessels.60 Tiye was an innovator in queenly regalia, being the first queen to wear the 
Hathoric crown, which included cow horns and a sun disc.61 Taking on these Hathoric attributes 
Tiye emphasized her roles of wife and mother: the daughter and wife of Re (personified by 
Amenhotep III) and the mother of the solar child, Horus (personified by Akhenaten).62  Later on in 
Amenhotep’s reign this role as Hathor was taken a step further when she was worshipped as “the 
angry eye of Re that fled Egypt for the south” at Sedeinga in Nubia, a specific aspect of Hathor 
(Hathor-Tefnut),63 which accentuates the queen’s role as helping the king maintain world order on 
the brink of chaos.64 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58 Green, Queens and Princesses, 7. 
	  
59 Joyce Tyldesley, Nefertiti: Unlocking the Mystery Surrounding Egypt’s most Famous and 
Beautiful Queen (New York: Penguin Books, 1999), 20. 
	  
60 Lawrence M. Berman, “Amenhotep and His Times,” in: Arielle P. Kozloff, et al., Egypt’s Dazzling 
Sun, Amenhotep III and His World (Cleveland: Cleveland Museum of Art, 1992), 43. 
	  
61 Troy, Queenship, 56.  Troy states the importance of Amenhotep’s Hb-sd festival and how this 
festival helped bestow Hathoric roles onto queen Tiye.  Presented in the tomb of Kheruef, these reliefs 
depict the king seated next to Hathor. Behind him stands queen Tiye.  Troy argues the Hb-sd contains 
significant elements of Hathoric performances, such as dancing and acrobatics.  Furthermore, the presence 
of the goddess during these performances suggests the Hb-sd included a “holy wedding” between the king 
and the goddess. “With Hathor at his side, Amenhotep III is represented as the consort of the goddess and 
as Re, “father” of the king.  If the purpose of the Hb-sd has been properly interpreted it is thus logical that 
Hathor should appear as the consort of the king at this point,” (p. 56).  It is Tiye then, who takes on these 
roles as Hathor and stands in as the various aspects of the goddess, leading up to her being worshipped as 
an aspect of the goddess towards the end of Amenhotep’s reign.  
 
62 Ibid., 21.  
	  
63 Ursula Verhoeven, “Tefnut,” in: LÅ Vol. 4, 298-299. 
 
64 David O’Connor, “The City and the World: Worldview and Built Forms in the Reign of Amenhotep 
III,” in: Amenhotep III: Perspectives on His Reign, eds. O’Connor, David and Eric H. Cline (Ann Arbor: 
University of Michigan Press, 2001), 148. 
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Tiye was also depicted as a sphinx. These representations are significant, as the 
iconography of the king as a sphinx is thought to pertain to the divinity of kingship.65 Green 
suggests that 18th dynasty queens adopted this iconography to parallel themselves to the king’s 
divinity and accentuate their association with goddesses of the royal cult, such as Hathor, Tefnut, 
and Maat.66  
Tiye’s presence did not diminish after Amenhotep died and Akhenaten took the throne.  
In fact, there is evidence she was involved in political affairs, as is elaborated upon in the Amarna 
letters, where one example is addressed to her, not the new king Akhenaten: 
“Say to Tiye, the mistress of Egypt: thus Tushratta, the king of Mittani.  For me all goes 
well.  For you may all go well.  For your household, for your son, may all go well […] For 
your countries, for your troops, and for whatever else belongs to you, may all go very, 
very well.  You are the one that knows that I myself always showed love to Mimmureya, 
your husband, and that Mimmuerya, your husband, on the other hand, always showed 
love to me […] But you are the one, on the other hand, who knows much better than all 
others the things that we said to one another.  No one else knows them as well.”67 
 
Because Tiye’s prominence did not cease until her death, her image is incorporated in wall reliefs 
in the rock cut tombs at Amarna, some of which date as late as year 12.   
 
2:4 An Evolution of Religion: the Dazzling Sun Disc to the Aten 
During Amenhotep III’s reign religious festivals for Amun-Re were emphasized, one of 
the most significant being the Opet festival which celebrated the Theban triad.68 Statues of Amun, 
his wife, Mut, and their child, Khonsu, were paraded from the Karnak Temple complex to Luxor 
Temple and back again.  This renewed the marriage of Amun and Mut, and ritually conferred the 
power of Amun onto his living son, the king.69  After the cult statues were placed in their shrines 
at Luxor, the living king emerged to the masses from the “birthing room” of the temple, which 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65 Green, Queens and Princesses, 447. 
 
66 Ibid. 
	  
67 Moran, Amarna Letters, 84. 
 
68 Berman, “Overview,” 86.  The ancient city of Thebes, occupying both the east and west banks of 
the Nile, was essentially a massive complex dedicated to Amun-Re.  This district was divided into four 
sections.  The two sections that affected the Opet festival, Karnak and Luxor, are located on the east bank; 
the land of the rising sun and the land of the living.  Luxor was viewed as the temple where Amun was born, 
and Karnak was the location where the god resided for the rest of the year. 
 
69 O’Connor, “City and the World,” 155-157. 
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depicted scenes of the king’s divine birth.  Emerging from this room Amenhotep III was reborn as 
the living son of Amun-Re.70  Towards the end of his reign, Amenhotep III took the idea of being 
the living son of Amun-Re one step further.  Establishing himself as wholly divine, Amenhotep III 
was revered as a god, going so far as to having some cult images portraying the king worshipping 
himself!71  An example of a cult image of Amenhotep III is now in the Luxor museum, which 
depicts the king as a cult statue, being transported on a sledge (Figure 7).   
Even though the cult of Amun-Re was prominent in Amenhotep III’s reign, the Aten 
began to rise in importance under his influence.72  This is first seen on commemorative scarabs 
announcing the marriage of Amenhotep III and Tiye, which identify the king as the “Dazzling 
Aten.”  The rise of the Aten can be tracked in non-royal tombs. Hatiay, an official in Amenhotep 
III’s court, was “overseer of the granary of the Mansion of the Aten.”73  Another courtier, Panbuy, 
is called “scribe of the treasury of the House of the Aten.”74 Jar dockets found on vessels affiliated 
with the palace of Amenhotep are labeled as belonging to: “the house of Nebmaatra is the 
dazzling Aten.”75  Ray Johnson suggests that Amenhotep’s deification was a major influence for 
Ahkenaten’s religious revolution: “Akhenaten’s famous sun cult might have actually been an 
extraordinary part of his father’s deification program, and that the deified Amenhotep III and 
Akhenaten’s new sun god, the Living Aten, were one and the same god.”76 
Akhenaten’s first building project as king was at Karnak, a sanctuary dedicated not to 
Amun-Re but to Re-Horakhty, a falcon-headed sun god depicted with a sun disc upon his head.77 
At a quarry in Gebel Silsila where the stone for this project was extracted, Akhenaten erected a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
70 Ibid., 170. 
	   	  
71 Hornung, Akhenaten, 26. 
  
72 Aldred, Akhenaten, 239. 
	  
73 Kozloff, Amenhotep III, 26. 
 
74 Ibid.  
 
75 Ibid. 
 
76 Johnson, “Monuments,” 90-91. 
	   	  
77 Redford and Smith, Akhenaten Temple Project, 58. 
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stela stating his purpose for obtaining stone.  It is here where the epithets and byname of the god 
are given: “Re-Horakhty, Rejoicing in the Horizon in His name, the Sunlight which is the Aten.”78  
Shortly thereafter, in Akhenaten’s third or fourth year of rule, the physical sun disc, the Aten, 
takes precedence, and was depicted “only through the symbol of the sun disc with rays.”79  As 
well as placing the Aten’s name in a cartouche80 and striving to expunge the conventional 
multiplicity of Egyptian gods, Akhenaten became the liaison between the Aten and Egypt’s 
people.  This relationship between the king and the god was seen as familial, in that Akhenaten 
was the living son of the Aten, similar to the way Amenhotep III had been viewed as the living son 
of Amun-Re.81  As part of his duties as officiate to the Aten and his only living son, Akhenaten 
presented “teachings” or “instructions” said to have been bestowed upon him from the sun disc.82   
According to Assmann, Amarna theology presents concepts concerning the disc’s 
aloneness and uniqueness; its remoteness and hiddenness; its remoteness and nearness; and its 
role in creating life and being worshipped by this life.83 Generally in Egyptian theology to be alone 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
78 Sir Alan Gardiner, Egypt of the Pharaohs (London: Clarendon Press, 1961), 218;   
Gunn further states that: “The chief purpose of this name seems to establish the equation Aten = Shu = 
Horakhty = Re, which proclaims the identify of the Aten with the other purely solar gods of Egypt from the 
beginning of history, and so consolidates and legitimizes his position as the supreme god,” (Battiscombe 
Gunn. “Notes on the Aten and His Names,” in: JEA 11 [1923], 174). 
	  
79 James P. Allen, “The Religion of Amarna,” in: The Royal Women of Amarna, Images of Beauty 
from Ancient Egypt (New York: The Metropolitan Museum of Art, 1996), 3. 
 
80 Hornung, Akhenaten, 31-35. Up to this point the cartouche was used for the royal names of kings 
and queens, not a god.  The king perhaps instituted the god’s name as royal during his Hb-sd festival, which 
is depicted on the Karnak talatat.   Concerning the royal status of this new deity, Hornung states: “In the 
New Kingdom Amun-Re was styled “king of the gods,” but until this time there had never been such a 
rigorous systematization of the royalty of a god,” (p. 35-36).  Moreover, Gunn says: “[The Aten is] not only 
the supreme god, but also the supreme king,” (Gunn, “Notes on the Aten”, 168). 
The Aten also changed names during Akhenaten’s reign, in approximately year 12, see table 2.  
Therefore, I will not be using the names of the Aten as a chronological base for Nefertiti’s crowns.  Dorothea 
Arnold, James P. Allen and Lyn Green, “Chronology: The Amarna Period” in: The Royal Women of Amarna, 
Images of Beauty from Ancient Egypt (New York: The Metropolitan Museum of Art, 1996), xviii-xviv. 
 
81 Aldred, Akhenaten, 240.  Friedman also discuss the word Ax as used in the king’s name, and how 
it refers to sunlight, the par excellence of “effectiveness,” which is what Ax is typically translated as.  She 
states that: “This translation of Ax as sunlight is also in accord with the king’s statement that he was made by 
the Aten and that he was most specifically born of the Aten’s sunbeams,” (F. Freidman.  “Ax in the Amarna 
Period,” JARCE 23 [1986], 100). 
 
82 Hornung, Akhenaten, 52. 
	  
83 Jan Assmann, Egyptian Solar Religion in the New Kingdom; Re, Amun and the Crisis of 
Polytheism (London: Kegan Paul International, 1995), 68-86. 
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refers to a state of “deficiency” or “primeval existence.”84  Being alone is what led the creator god, 
Atum, to make his children.  The Amarna theology rejects this tradition of negativity, and instead 
embraces the idea of aloneness and uniqueness, in that the sun is alone on its journey through 
the sky.85 In this new cosmic conception the sun moving through the sky becomes the sole basis 
of what is said about god; worship of only what the human eye can observe. 
The idea of sunlight plays the most prominent part in the new theology. The sun is 
remote in that it rises above all of the earth.  Yet its light shines down onto earth, making it both 
remote and accessible and near, so near you can feel its heat on your skin.  According to 
Assmann, Amarna texts utilize the words nfrw, “beautiful,” and mrwt, “beloved,” as synonyms for 
the word stwt, “rays.”  This simple change strongly reinforces the idea that the new theology 
interprets the light that shines down upon the earth from the god as being “a form of” the god’s 
physical presence and, in turn, allows it to reveal his beauty and love, while entrancing all whose 
eyes fixate upon its rays.86   
According to Assmann, light is “luminous air” that creates living space and is also 
dependant on the sun.  Without the sun, there is no light.  Moreover, without the movement of the 
sun, there is no time.  As Assmann relates, “time, required by all life to realize itself (hpr), and the 
breath of life (tAw n anh), which animates everything with the force of life, stream from the sun 
through its rays and movement into the created world, continually bringing it forth and keeping it 
alive.”87 The idea of the sun being the creator and sustainer of life is also where the theorized 
identification of Akhenaten and Nefertiti as Shu and Tefnut, the first children of Atum or Re, 
originates.88   
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88 Johnson, “Monuments,” 92.  Raymond Johnson suggests that this theory began with Amenhotep 
III: “The deified Amenhotep III’s new role as the living manifestation of all deities, including the creator/sun 
god Atum Ra [influenced] Akhenaten’s role as the firstborn of the creator god, Shu, [and] his inherent female 
twin, Tefnut, a role also shared by Nefertiti.”  
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The theology of Shu and Tefnut comes from the Old Kingdom, and states that the god 
Atum created the twin primeval deities, brother and sister, Shu and Tefnut through 
masturbating.89  Shu received the name anx, “life” and nHH, “forever,” and Tefnut received mAat, 
“truth,” and Dt, “evermore.”  It is a combination of the elements of Shu and Tefnut that ensured 
the continuation of the world.  Assmann argues that this is the only Egyptian theology that creates 
a divine triad of 1:2, one parent and two children. (As opposed to the traditional two parents, one 
child.)  Thus the Aten (Atum) is the parent, the creator, and Akhenaten and Nefertiti are his 
children (Shu and Tefnut).90  This could explain Nefertiti’s prominence and activities as being the 
female counterpart to that of Akhenaten, since she was necessary to the divine triad.  
 
2:5 Conclusions 
Egyptian kingship could not function without a feminine aspect, as the relationship 
between the king and queen “mirrors that of the male and female elements in the myths of 
creation, renewal and resurrection.”91  Early 18th dynasty queens played several roles, but the 
ones most emphasized in text and art were those of wife and mother of the king, and God’s Wife 
of Amun.  These roles were significant both religiously and politically, and gave queens power 
and influence that broke from tradition.  In the Amarna period, Nefertiti played the role of the 
goddess Tefnut, a primeval goddess, the sister of Shu and the daughter of the creator god, Aten.  
As the incarnation of Tefnut, Nefertiti held an essential role in the divine triad that included 
herself, Akhenaten, and the Aten.  While holding this complementary position with the king, 
Nefertiti is depicted making offerings to the Aten alongside the king or as a sole officiate, as well 
as assisting in ritual and political functions.  A major part of Nefertiti’s iconography that 
accompanied these unique roles is her tall blue crown.  The next chapter will discuss this crown, 
its construction, and its origin.	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CHAPTER 3: NEFERTITI AND HER CROWNS 
 
 
3:1 King and Queen’s Crowns 
Crowns in ancient Egypt symbolized the diverse cultic and political roles of deities, kings 
and queens, and varied in shape, size and color.  Critical to the meaning of the imperial or divine 
image, the array of crowns worn by gods, as well as kings and queens, embodied aspects of 
royal or divine beings.  Specific crowns were explicitly used in ritualistic or political ceremonies, or 
were equipped with characteristic accoutrements to identify a god. One of the most recognizable 
crowns from ancient Egyptian history is the tall blue crown seen on the Bust of Nefertiti in the 
Ägyptisches Museum Berlin (Figure 1), which was worn by an equally enigmatic queen, Nefertiti. 
 
3:2 The tall blue crown’s origins: an introduction  
 
Nefertiti’s tall blue crown is unique among other crowns worn by a royal woman before 
the 18th dynasty, and thus its origins are debated.  Scholars have proposed several theories 
regarding possible inspirations for the tall blue crown, the two most popular being the xprS crown 
(Figure 8)1 and the crown worn by the god Amun (Figure 9).2  However, a curious depiction of 
queen Tiye as a sphinx at Sedinga in Nubia has also been suggested as a possible antecedent 
(Figure 10).3   
 
3:3 Nefertiti’s tall blue crown 
 
As seen on the Bust of Nefertiti in Berlin (Figures 1 and 11), the queen’s tall blue crown is 
commonly described as a “tall platform crown” 4 or a “tall conical crown”5 and is often titled the 
“tall blue crown” due to the lack of a specific identification from antiquity.  The material used to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 W.V. Davies, “The Origin of the Blue Crown,” JEA 68 (1982), 69. 
 
2 Collier, Crowns, 127. 
 
3 Betsy M. Bryan and Lawrence M. Berman, “Jewelry,” in: Arielle P. Kozloff, et al. Egypt’s Dazzling 
Sun, Amenhotep III and His World (Cleveland: Cleveland Museum of Art, 1992), 443-444; Borchardt, 
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construct this crown is unknown, but it has been hypothesized that the framework was leather6 or 
“rushwork” covered with linen and a bead net,7 or even that it was an elaborate wig or hairstyle.8  
It is always depicted blue or blue-green in color with a smooth surface, or covered in discs,9 or 
rectangular elements.10 Some scholars have suggested that the former represent faience or glass 
beads that were fastened to the crown’s surface.11  Additional elements may have been of metal, 
fabric or other materials. 
The Bust of Nefertiti depicts the tall blue crown as being cylindrical in shape, with a 
relatively smooth surface that widens to a flat platform.  As described by George B. Johnson, it is 
adorned with a uraeus, a moulding,12 a diadem, and two headbands that wrap around the 
forehead and tie at nape of the neck.13  The uraeus, which sits atop the brow, is a stylized rearing 
cobra that likely represents the serpent goddess Wadjet, and is a traditional motif that pre-dates 
the Old Kingdom, indicating protection and kingship.14  The “moulding” is a functional, but also 
aesthetic divider that marks the bottom of the crown and the beginning of the frontal headband.  It 
may have been made out of gold tubular beads or gold sheet, which would have been used to 
attach the framework of the crown to the front headband.15  As described by George Johnson, the 
headband consists of two parts: the front functioned as a support with a slot in each end so that a 
ribbon, passing through the slot, could be tied at the back of the head, supporting and holding the 
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crown in place.  The back band was perhaps fastened to the moulding behind the ears, covering 
the nape of the neck and the knot created by the tying the front band.16  This back band has also 
been identified as the location from where a flowing ribbon would have protruded, which is often 
seen blowing in the breeze in relief sculpture (Figure 5).17  Lastly, a diadem with green (perhaps 
originally light blue), red and black rectangles set in a gold-colored frame, encircles the entirety of 
the crown at its midpoint and crosses at the back, with its ends wrapping back around towards 
the front and simultaneously falling diagonally towards the ears (Figure 11).18  The back of the 
diadem displays a red circle outlined in gold, perhaps a solar disk, flanked by papyrus umbels 
above another pendant multicolor ribbon, the end of which is enlivened with painted drop beads. 
The diadem, with uraeus, is probably not just decorative, but is a type of crown.  This motif is 
thought to have been made of gold and precious stones.19 Johnson suggests that along with the 
uraeus, the diadem could have been used as a support structure.20  A close parallel to Nefertiti’s 
diadem was found in Tutankhamun’s mummy (Figure 12). 
In representations, the color of the tall crown is consistent, either blue or blue/green. 
Unfortunately, little research has been dedicated to the color symbolism of Nefertiti’s tall blue 
crown.21 In Egypt, the color blue and blue/green were symbolic of fertility and the sky.22 I believe 
that it is possible that Nefertiti, in the role of the goddess Tefnut (a sky goddess whose element is 
moisture), would wear a crown that represents the color of the sky, and perhaps the rain that 
comes from it.  This theory can be taken one step further, in that if the color of the crown can be 
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22 George Davis Hornblower, “Blue and green in ancient Egypt,” AE (1932), 47-53; Shephen 
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associated with the sky, the crown can also be related to the horizon.23  This idea of the 
association of the queen with the horizon also relates to the possible origin of the tall blue crown 
in relation to the rwty lion, as well as depictions of queens as sphinxes.24   
 
3.4 Origins: the queen’s modius 
 
 Queens before Nefertiti typically wore the vulture headdress when participating in cultic 
ritual (Figure 4).  From the 4th to the 12th dynasties, the vulture crown appeared alone, meaning it 
was not surmounted by other symbolic elements, such as the modius or tall plumes.25  The 
modius is a short, flat platform (sometimes with an everted rim),26 which most often sits atop the 
cap of the vulture headdress, upon which the double plumes or Hathoric elements such as cow 
horns are inserted (Figure 3).  However, it can also be worn without these additions (Figures 6 
and 14). The crown worn most frequently by the God’s Wives of Amun in the 18th dynasty 
displays a variation of the plain modius crown, most often with two feathers and a sun disc 
(Figure 13).27  Green states: “There seem to be two different ways of using the modius, in 
combination with another diadem: as a base on which the plumes, etc. are mounted; or, as an 
open container for the perfumed cone.”28  During the reign of Amenhotep III the modius became 
more elaborate, often displaying a cobra motif along the top rim.29  A relief of seated queen Tiye 
in the tomb of Kheruef depicts the queen’s throne decorated with Tiye as a sphinx trampling 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23 In a recent discussion with a colleague, Branden Fjerstad on March 25, 2011, it was suggested 
that, especially in the “Window of Appearance” scenes, the king and queen’s blue crowns, when depicted 
together, could represent the sky. This idea comes from the theory that the broken lintel motif (originally put 
forth by Diana Wolfe Larkin in her dissertation The Broken-Lintel Doorway of Ancient Egypt and its 
Decoration, 1994), which comprises the Amarna period windows of appearance structures, represents the 
horizon.  It has also been suggested that on private stela at Amarna (such as Aegyptisches Museum, Berlin 
stela 14145) the compositions of king and queen when seated facing each other with the Aten centered 
above them represents and ideogram of the Axt (Florence Friedman, “Ax in the Amarna Period,” JARCE 23 
[1986], 102.) 
	  
24 This will be discussed below in 3:8. 
 
25 Green, Queens and Princesses, 41.  
 
26 Ibid., 60. 
	  
27 It should be noted that Nefertiti does wear the modius with Hathoric elements on several of the 
boundary stelae, which will be discussed in chapter 4. 
 
28 Green, Queens and Princesses, 62. 
	  
29 Ibid., 60. 
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enemies.  She wears a moidus with a uraeus (Figure 14).  It is possible that this simple modius 
could have been elongated to create a tall, flat-topped crown depicted on another sphinx image of 
the queen, on a temple in Nubia (Figure 10).  That crown will be examined separately in section 
3:8. 
 It is probable that these queenly crowns influenced Nefertiti early in the reign of 
Akhenaten, specifically at Karnak, as it is there where she is depicted with the Hathoric crown on 
a simple modius including a sun disc, cow horns and tall plumes.30  It is important to note that, 
even before the move to Amarna, we can observe from monuments such as those a Karnak, that 
Nefertiti never wears the vulture as part of any headdress.  It seems likely that any association 
with the goddess Mut was to be avoided.  At Amarna, as will be seen in chapter 4, the queen only 
wears plumed regalia including the Hathoric crown on the boundary stelae (Figures 56, 57, 58), 
and after year eight, she discontinues the use of any Hathoric elements.  Because there is an 
obvious shift in Nefertiti’s iconography away from traditional queenly crowns to crowns which 
have never been seen before, we must look for further influence for Nefertiti’s tall blue crown.  
 
3:5 Origins: the cap crown and the xprS 
 
The xprS crown is a tall crown with a bulbous front with tapering ridges on the right and 
left sides (Figure 8).  It has sharp edges that flare out to each side beginning at the temple and 
ending at the top.  The crown is most often depicted blue in color, though it is occasionally 
depicted black.31  Its surface is either smooth or covered in small discs or rectangles.  Sometimes 
the discs are carved in relief and statuary, and sometimes the crown is simply painted without 
surface texture.32  Its physical composition as depicted in art consists of a moulding, which 
separates the crown from the sweat-band or forehead ribbon; a coiled, long-tailed uraeus; and an 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Ibid., 67. 
 
31 Hardwick, “Blue Crown,” 120.  When the crown is black in color this seems to suggest that the 
king was deceased in the depiction, perhaps referencing Osiris.  Akhenaten is never depicted with a black 
xprS. 
 
32 Collier, Crowns, 110. 
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edge flare or “flange,”33 which forms the wings, and gives the crown its wide, helmet-like 
appearance.  This crown has a headband construction similar to that of the tall blue crown, with a 
ribbon tying it at the back.  The material of the crown is unknown, as no actual example survives, 
but it is believed to have been made of leather and painted blue, after which circlets of metal 
could have been fastened to the surface.34 It has also been suggested that the entire crown may 
have been made of metal, explaining the reason for its consistent blue/green color, perhaps 
representing corroded copper.35   
There is, however, another crown that must be mentioned when discussing the xprS 
crown.  This is the cap crown (Figure 15), which is thought to be the predecessor of the xprS.  In 
earlier texts the word xprS was used to identify the cap crown, which dates before the 
appearance of what scholars traditionally call the xprS, or the “blue crown.”36  The cap crown is 
simple, and consists of a tight fitting cap, depicted yellow (Figure 16) or blue (Figure 17) in color, 
that conforms to the exact shape of the skull.  A fillet or headband (perhaps gold) fronted with a 
uraeus is fitted at the base of the cap, wrapping around the forehead and the nape of the neck.  
The color of the cap crown was consistently yellow or white up to the Amarna period, during 
which its color changed to blue.37  Even though the cap crown was understood by the Egyptians 
to be a completely different crown from the traditionally defined xprS, they did not develop a 
different name for it, and eventually stopped using the term xprS to define the cap crown after the 
18th dynasty.38  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33 Hardwick, “Blue Crown,” 118. 
 
34 Collier, Crowns, 110. 
 
35 Christine Strauss, “Kronen,” LÄ Vol. 3, 814-816; Collier, Crowns, 110.  The older idea that this 
crown represents a wig or hairdressing, is not generally accepted (Davies, “Blue Crown,” 69). 
 
36 Davies, “Blue Crown,” 69; Collier, Crowns, 110-111, argues that the cap crown and the Kushite 
cap are variants of the xprS due to the original word xprS referring to the cap crown before it was used to 
identify the traditional xprS.  Moreover, she argues in the 25th dynasty the Kushite cap seems to have taken 
the place of the cap crown.  However, one needs to consider that the Kushite cap bears minimal 
resemblance to the cap crown, and the cap crown had been out of vogue since the 19th dynasty. 
	  
37 Earl Ertman, “The Cap-Crown of Nefertiti: Its Function and Probable Origin,” JARCE 8 (1976), 
65.  This could further reinforce the idea of the blue color of the crown was representing the sky. 
 
38 Collier, Crowns, 108. At this time the cap crown is still believed to have some sort of association 
with the traditional xprS, but the exact reason is unknown. 
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3:6 Origins: the traditional xprS or the “blue crown” 
 
The first true, traditionally understood image of the xprS crown appears on Thutmose I.39  
There is artistic and textual evidence that the cap crown developed into the xprS during the early 
18th dynasty.40  Determinatives shaped like the cap crown or the blue crown tell us exactly what 
object the word xprS refers to in texts, and artistic depictions show the evolution of the crown from 
a small skull-shaped cap to an elongated, bulbous crown (Figures 18 and 20).  Hardwick states: 
“Amosis is twice shown wearing a head-dress which is quite evidently a khepresh, but which is 
neither a cap-crown nor blue crown proper but a transitional form.”41  It is during the reign of 
Amenhotep I when the characteristic raised ridges on the right and left sides of the crown 
appear.42  Becoming favored royal regalia in the 18th dynasty, the crown achieved its 
characteristic appearance during the reign of the Thutmosids and maintained its popularity 
throughout the 19th and 20th dynasties.43   
The context in which the xprS crown was utilized in the New Kingdom is better 
understood than that of the cap crown. The xprS appears in different political and religious 
ceremonies.  Egyptologists call it by several different names, such as the blue crown (because of 
its color), the war crown, and the coronation crown.44  This crown most commonly appears in 1) 
coronation scenes, 2) in offering scenes where the king is shown before sacred boats of deities, 
3) censing to the gods, 4) being embraced or nursed by a goddess (Figure 19),45 or in scenes 5) 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
39 Collier, Crowns, 114. 
  
40 Hardwick, “Blue Crown,” 73. 
	  
41 Ibid. 
 
42 Ibid. 
	  
43 Collier, Crowns, 115. Collier has a table that tracks the popularity of the xprS alongside the 
development and the rise of the god Amun, and the Kamutef theology.  She tracks the xprS by date, ruler, 
and then the type of xprS seen during that reign (cap crown, traditional xprS, etc).  Ultimately, Ahmose wears 
a prototype of the traditional xprS, as does Amenhotep I.  Thutmose I is the first king to wear the traditional 
xprS.  Thutmose IV adds the round circlets on the crown’s surface as well as a ribbon to the back.  Lastly 
Seti I adds ram horns and Swty feathers, (see p. 118). 
 
44 Hardwick, “Blue Crown,” 121. 
 
45 Collier, Crowns, 117. 
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pertaining to war and expansion of the Egyptian empire or hunting.46  Both Hardwick and Collier 
observed that the xprS is almost never worn in a context that depicts the king as deceased and 
that it most often appears in scenes pertaining to the king in life, emphasizing his mortal roles.47  
It is this observation that has led the xprS crown to be interpreted as the quintessential crown of 
the living ruler (Figure 20).48  
 
3:7 Origins: the Amun crown  
The Amun crown is composed of a flat-topped cylindrical cap (Figure 22),49 sometimes 
called a modius,50 and a pair of feathers that sit atop the base (Figure 9). Occasionally the two 
plumes are simply tied to the god’s head with a ribbon (Figure 21).51 This crown has two main 
variants when worn by kings: the full crown with base and feathers52 (sometimes with solar 
elements such as ram horns and/or a sun disc), and the simple flat base.53 First depicted in the 
11th dynasty atop the head of king Nebhepetre Mentuhotep at Dendera, only five other kings wear 
the Amun crown following Mentuhotep: Thutmose I, Akhenaten and Tutankamun in the 18th 
dynasty, and Seti I and Ramesses II in the 19th dynasty.54  Owing to the expanding cult of Amun 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
46 Hardwick, “Blue Crown,” 117. Scholars have also suggested that the xprS is associated with the 
god Amun, but no correlation has yet been clearly established. 
 
47 Collier, Crowns, 117, and Hardwick, “Blue Crown,” 120-121.  Hardwick describes a black xprS 
crown worn by Amenhotep III on a stela from Amarna which may hint that the king was dead.  
 
48 Collier, Crowns, 117, and Hardwick, “Blue Crown,” 121. 
 
49 Collier, Crowns., 95. 
 
50 Green, Queens and Princesses, 60. 
 
51 Epigraphic Survey.  Medinet Habu Volume IX: The Eighteenth Dynasty Temple, Part 1, The Inner 
Sanctuaries.  (Chicago: Oriental Institute Publications 136, 2009), pl. 22. 
	  
52 L. Habachi, “King Nebhepetre-Mentuhotp: His Monuments, Place in History, Deification and 
Unusual Representations in the Form of Gods,” MDAIK 19 (1961), 24. 
 
53 Collier, Crowns, 99. 
	  
54 Kate Bosse-Griffiths, “The Great Enchantress in the Little Golden Shrine of Tutankamun,” JEA 59 
(1973), 96. 
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at Thebes in the early New Kingdom, the popularity of the crown grew as the king began to 
identify himself with Amun and therefore wore the Amun crown.55  
 
3:8 Tiye’s Sedinga sphinx crown 
 
A crown very reminiscent in relative shape and size to the tall blue crown appears 
adorning the head of queen Tiye twice in the form of striding sphinxes on her temple at Sedinga 
(Figure 10).56  The crown is very plain, lacking a decorative band or a uraeus.57  A number of 
scholars have associated this crown with Nefertiti’s tall blue crown, among them are Borchardt,58 
Bryan,59 Anthes,60 Tyldesley61 and Aldred.  Aldred states: “[Nefertiti] assumed the identity of 
Tefnut [and] the blue mortar-shaped cap she wore after the fourth regnal year [and thus, after the 
move to Amarna,] was the headgear of Tefnut in her leonine aspect of a sphinx.”62 I have 
explored this idea, as Aldred does not offer an explanation behind his theory.  I believe that the 
resemblance is so strong that this crown was the main influence for Nefertiti’s tall blue crown, 
more so than the Amun crown (argued by Collier),63 or the xprS crown (argued by Green).64 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55 Collier, Crowns, 101-102. 
	  
56 This temple was a counterpart to Amenhotep III’s larger temple at Soleb, 15 km to the south. 
These temples emphasize on the king and queen’s divine duality, as the king was worshipped as a god in 
his lifetime at Soleb, and Tiye was worshipped as Hathor at Sedinga (Berman, “Overview,” 7). 
	  
57 Troy, Queenship, 64-65.  The female sphinx appears as a motif in Egyptian art perhaps as early 
as the Old Kingdom.  The earliest known example of a female sphinx may be of a statue of a queen or 
princess of king Radjedef of the 4th dynasty (Richard A. Fazzini, “41 Head of a Female Sphinx” in: Mistress 
of the House, Mistress of Heaven, eds. Anne K. Capel and Glenn E. Maroke [Manchester: Hudson Hills 
Press, 1996], 108). In the New Kingdom a female sphinx is first seen during the reign of Thutmose III in a 
relief from the tomb of Rekmire and depicts an unknown royal woman.  Hatshepsut is also depicted as a 
sphinx, trampling enemies at Dier el Bahri.  Tiye is the next woman to be shown as a sphinx (Figure 14), 
followed by Nefertiti and then the wife of Horemheb (Troy, Queenship, 64-65). 
 
58 Borchardt, Porträts, 35. 
 
59 Bryan and Berman, Amenhotep III, 443-444. 
 
60 Anthes, Nofretete, 6. 
 
61 Tyldesley, Nefertiti, 25. 
 
62 Aldred, Akhenaten, 225. 
	  
63 Collier, Crowns, 127. 
 
64 Green, Queens and Princesses, 84. 
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The lion, and by extension, the sphinx, was regarded as a solar animal, as well as being 
viewed as the epitome of royal power and strength.65  There are two main leonine creatures that 
upheld solar symbolism: the sphinx and the rwty lions.  The sphinx was commonly associated 
with the rising of the sun, representing rebirth.66  Sphinx motifs were incorporated on architecture 
and examples of paired sphinxes which face each other decorate broken lintels over doorways 
leading into temples (Figure 23).67  These beasts symbolically protected the structure on which 
they appeared.  Sphinxes depicted on broken lintels suggest that these architectural elements 
had solar connotations.  Larkin proposes that the almost consistent use of the broken lintel 
doorways during the Amarna period was utilized to let in sunlight, which is illustrated by Amarna 
period reliefs representing the Aten’s rays reaching down through such lintels (Figure 33).  Larkin 
continues: “If one accepts the broken lintel doorway as a horizon symbol, the solar aspect of 
Egyptian kingship suggests the doorway could be a symbolic frame for a royal appearance as 
well as for the epiphany of a god, [such as Akhenaten].”68  She goes on to further suggest that 
Akhenaten’s use of the broken lintel served as a frame where the Aten would be worshipped; 
where the god could reach down and receive offerings.69  This image of the sun appearing 
between two sphinxes (i.e. the broken lintel architectural element) brings to mind another 
important feline deity, the rwty lions. 
 The rwty, or the paired guardian lions that flank the horizon, symbolized yesterday and 
tomorrow, protected the sun continually as it moved though its daily journey (Figure 24).70  The 
rwty lions are frequently mentioned in the Coffin Texts.  In the very first spell they appear as 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65 Patrick F. Houlihan, The Animal World of the Pharaohs (London: Thames & Hudson, 1996), 95; 
Ursula Rössler-Köhler, “Löwe Köpfe Statuen,” in LÄ Vol. 3, 1081-1986. 
	  
66 Manfred Lurker, Gods and Symbols of Ancient Egypt (London: Thames & Hudson, 1986), 77. 
 
67 Diana Wolfe Larkin, “The Broken-Lintel Doorway of Ancient Egypt and its Decoration” (PhD diss., 
New York: New York University, 1994), 171. 
	  
68 Ibid., 57. The Egyptians depicted the horizon not as a straight line as we do today, but rather, a 
sun disc placed perfectly between two large mountain peaks.  This is the ideogram of the hieroglyph for the 
horizon, Axt.  It is possible then, that if the broken lintel represents he horizon, that the ideogram for the rising 
sun was everywhere at Amarna (Figure 24).   
 
69 Ibid., 55. 
 
70 Ibid., 172.  
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protectors: “Ho [name]! You are the Lion, you are the Double Lion, you are Horus, Protector of his 
father, you are the fourth of these four gods who are powerful and strong.”71  The rwty are 
sometimes described as “openers of the sky,” and their power and strength is revered.72 In some 
cases the rwty and the primeval twins are mentioned in the same text.  Spell 886 states: “The 
doors of the sky are opened for the Double Lion, the doors of the firmament are thrown open … 
having power over water in the realm of the dead through the word of those gods whose coming 
into being was primeval.”73 In Utterance 301 of the Pyramid Texts Piankoff translates: “O Atum 
together with the Two Lions who have created themselves, their double divinity for themselves.  
This is Shu and Tefnut, the two who made the gods, begat the gods, established the gods.”74  
Shu is specifically referred to as a lion in Coffin Texts spell 510: “The earth-god will not oppose 
me, Shu the Lion will not grasp me.”75  Lastly, Shu and Tefnut are shown as seated 
determinatives for the word rwty on a statue of Arsinoe I from Koptos in the Egyptian Museum in 
Cairo.76  The text specifically denotes them as the “Double Lion” or the rwty.77 All of these texts, 
which span the entirety of Egyptian history, indicate a link between the rwty and Shu and Tefnut.  
This association is specifically between the primeval twins, the two lions, and the sun god.  As we 
will see below, this association between Tefnut and the rwty, as well as Tefnut and guardian 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 71 Raymond O. Faulkner, The Ancient Egyptian Coffin Texts Volume I Spells 1-354 (United 
Kingdom: Aris & Phillips Ltd., 1973), 1.   
 
72 Ibid., 121.  Spell 143 states: “[Name] is Re who went forth in the hnhnw-bark, [Name’s] power is 
that of the Double Lion.” 
 
73 Ibid., 51.  Primeval in this instance, I believe, refers to the primeval twins, or at least includes 
them, as the primeval gods including Shu and Tefnut were Atum, Geb, Nut, Isis, Nepthys, Osiris and Seth. 
 
74 Alexandre Piankoff, The Pyramid of Unas, Texts Tranlsated with Commentary (Princeton: 
Princeton University Press, 1968), 53.   Faulkner later wrote that the translation “This is Shu and Tefnut” 
must be disregarded because pw is a vocative.  He translates this text as: “O Shu and Tefnut who made the 
gods, Who begot the gods and established the gods” (Raymond O. Faulkner, The Ancient Egyptian Pyramid 
Texts (Oxford: The Clarendon Press, 1969), 90-91. 
 
75 Raymond O. Faulkner, The Ancient Egyptian Coffin Texts Volume II Spells 355-787 (United 
Kingdom: Aris & Phillips Ltd., 1978), 144.  It should be noted, however, that Tefnut is not explicitly called a 
lion in the Coffin Texts as Shu is in this instance.   
 
76 Kurt Sethe, Hieroglyphische Urkunden der Greichisch-Romischen Zeit I (Leipzig: J.C. 
Hinrichs’sche Buchhandlung, 1904), 55. 
 
77 Ibid., 63.  I have translated this text as: “Lion of the North, Lion of the South, the Double Lion 
[Shu and Tefnut], son and daughter of Re, who dwells in [the city of] Sheset.” 
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felines in general, seems to have strongly influenced Nefertiti’s tall blue crown in an equation that 
combines Nefertiti’s roles with the sun and her husband. 
 Cats also appear as protective elements in New Kingdom funerary depictions, facing 
inward on the tops of lintels or stelae (Figures 25 and 26).  These felines probably had a similar 
function to that of the sphinxes on broken lintel doorways, and likely referenced the daughters of 
the sun god, or “the sun god’s ‘eye’, [among] them Tefnut.”78  These cats can be understood to 
have the ability to take on the form of an aggressive lioness, just as Tefnut does in The 
Destruction of Mankind.79  This links the inward-facing feline motif to Tiye’s Sedinga sphinx 
depictions which shows the queen also facing inward (guarding).  She is also depicted over a 
door (protecting the structure), in Nubia (where Tefnut fled), as a feline.  As the aggressive 
daughters of Re, 18th dynasty queens as sphinxes were protectors of Egypt and Egyptian 
kingship.80 Several goddesses can be represented in the leonine form, such as Hathor and 
Tefnut.81  However, Tefnut in a leonine aspect seems to have a special link to the sun as one of 
the primeval twins, which are associated with the rwty lions.  Egyptian texts elaborate that Shu 
and Tefnut as the rwty lions protected the sun.  This protective feline aspect of the primeval twins, 
specifically Tefnut, can be applied to the queen as a sphinx.  The queen (as an aggressive lion 
goddess) protects the king, or the manifestation of the sun god (as the sun disc rises over the 
horizon), which coincides with the Pyramid Texts82 relating the king’s journey to heaven to the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
78 Jaromir Malek, The Cat in Ancient Egypt (London: The British Museum Press, 1993), 89. 
 
79 Ibid; Pascal Vernus, The Gods of Ancient Egypt, trans. Jane Marie Todd (New York: Geroge 
Braziller Publisher, 1998), 190; Ursula Verhoeven, “Tefnut,” in: LÅ Vol. 4, Wolfgang Helck and Eberhard 
Otto, eds. (Weisbaden: Harrassowitz Verlag, 1980), p. 298-299. This idea of the daughter of Re fleeing to 
the desert pertains to the idea about the distant goddess.  It is displayed on various Upper Egyptian/Nubian 
temples, such as Dendera, Esna, El Kab, Tell Edfu, Kom Ombo and Philae (Verhoeven, “Tefnut,” p. 299). In 
some texts Shu is identified as going to bring his upset sister back to Egypt.  In Coffin Texts spell 75 the god 
is said to have “quietened her who is in the midst of her rage,” which seems to suggest this role (Raymond 
O Faulkner, The Ancient Egyptian Coffin Texts Volume I Spells 1-354.  (United Kingdom: Aris & Phillips Ltd., 
1973), 73. 
	  
80 Fazzini, “41 Head of a Female Sphinx,” 108. 
  
81 Anna Stevens, Private Religion at Amarna: The Material Evidence (London: British 
Archaeological Reports, 2007), 289. 
 
82 Such as Utterance 264 states: “[Name] will certainly ferry over to yonder eastern side of heaven, 
to the place where the gods will give him birth, where he will certainly be born, new and young.”  Samuel A. 
B. Mercer, The Pyramid Texts, in Translation and Commentary Volume I (Toronto: Longmans, Green and 
Co. 1952), 87. 
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cycle of the sun.  Friedman reinforces this idea when she states: “Shu and Tefnut, son and 
daughter of the sun god, can denote rwty in the texts.”83  
 An important idea concerning Tiye’s Sedinga image is that it has been identified as 
representing the queen in the guise of Hathor-Tefnut.84 I explored this idea in depth, coming to 
the conclusion that this theory probably stemmed from the fact that Tiye is depicted as a sphinx, 
and that the temple is located in Nubia and that, in stories about the eye of Re, Tefnut is said to 
have fled to and resided in Nubia.85  Tiye, and following her, Nefertiti, needed to create a ‘Tefnut 
crown’ because the goddess did not have an iconographic crown of her own (as does Hathor, for 
example).86  Because Amarna theology strongly identifies Nefertiti and Akhenaten with Tefnut 
and Shu, I think it possible that Nefertiti took Tiye’s very plain Sedinga crown and ornamented it 
(with a diadem, uraeus, ribbon, etc.) to create her own truly unique signifier.  
 As I have just discussed, I believe that the tall conical crown first worn by Tiye can be 
identified as the crown of Tefnut.  Nefertiti took this regalia and made it her own, utilizing it most 
often when acting as the personification of Tefnut, in accordance with the Amarna period 
theology.  I want to emphasize again the broken lintel motif with inward-facing sphinxes in 
Amarna period architecture.  Much like the broken lintel reliefs, Tiye appears as protective, 
inward-facing sphinxes.  Because the primeval twins Shu and Tefnut, the children of Atum, can 
be associated with the rwty lions who guard and protect the sun, Akhenaten and Nefertiti, the 
children of the Aten, could also represent the rwty.87  It is in this parallel where we see that 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
83 Friedman, “Ax in the Amarna Period,” 102. 
 
84 Tyldesley, Nefertiti, 25. 
 
85 Verhoeven, “Tefnut,” 298-299. 
 
86 A gold ring now in the Metropolitan Museum of Art from Amarna is theorized to display 
Akhenaten and Nefertiti as Shu and Tefnut.  Akhenaten (Shu) wears the Red crown and holds a feather 
often identified with Shu.  Nefertiti (Tefnut) holds a queenly flywhisk scepter and wears a plumed crown on a 
tall modius.  This could be an ornamented version of the tall blue crown.  An image of this ring can be found 
in: Pharaohs of the Sun: Akhenaten, Nefertiti, Tutankhamun, eds. Rita E. Freed, Yvonne J. Markowitz and 
Sue H. D’Auria (Boston: Museum of Fine Arts Boston, 1999), 234, fig. 98. 
 
87 Nefertiti’s tie to lions and sphinxes in relation to her tall blue crown could also relate to the 
debated “pacifist” rule Akhenaten may have had and that: 1) the queen as an aggressive lioness could be 
making up for the lack of aggression by Akhenaten, and 2) could be attempting to make Nefertiti king-like. 
We know she was basically Akhenaten’s equal in some purely pharaonic tasks, such as smititng enemies, 
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Nefertiti’s tall blue crown was an emblem of guardianship, and symbolized her roles as the child 
(Tefnut) and protector (rwty) of the sun god (Aten).  
 
3:9 Conclusions 
 
Considering all of the influences proposed above, I believe the tall blue crown’s shape 
and style was strongly influenced in part by Tiye’s Sedinga crown, while the color and surface 
decoration were influenced by the king’s xprS crown.  Because Tiye is depicted as a sphinx in the 
tomb of Kheruef wearing the queen’s modius, I believe that her Sedinga crown is simply an 
extension of the modius, as there is no other example of a queenly crown like it before its debut 
at Sedinga.  As Collier states, it is possible that Tiye also looked to the Amun crown for 
inspiration, but I see no compelling evidence to substantiate that theory. Theologically, Nefertiti’s 
choice to use Tiye’s crown pertains to the aggressive, feline aspect of Tefnut, as well as the 
protective duties of the rwty lions, both of which link the queen to the sun (the Aten) as its 
offspring and as its protector.88  This idea of the queen, as a feline defender, may also refer to 
cats being depicted as protective elements atop lintels and stelae.  
The color of the tall blue crown and the round discs or rectangular pattern it sometimes 
displays points to the xprS crown for influence. As we will see in the next chapter, artistic remains 
present the tall blue crown as being worn almost exclusively alongside the king’s xprS crown. This 
suggests the tall blue crown is equivalent to and perhaps a feminine counterpart of the xprS 
crown.  As stated in section 3:6, the xprS crown is worn in scenes emphasizing the king’s mortal 
roles. Perhaps the tall blue crown was ideologically essential for Nefertiti to serve and to help the 
king in his religious and political responsibilities as the ruler of Egypt. I will explore this idea in the 
next chapter where I will discuss in detail the relief scenes where Nefertiti wears the tall blue 
crown, focusing on her actions and the larger environment in which she appears, as well as the 
royal couple’s accoutrements. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
which we see her doing on talatat from Hermopolis (Aldred, Akhenaten, figure 41).  Moreover, wearing her 
feminine war “helmet,” as Davies put it (see chapter 1, section 2), which came from a depiction of leonine 
Tefnut, complements the king’s blue war “helmet,” creating a parity and duality between the two, (personal 
correspondence between myself and Dr. Patricia Podzorski, March 28, 2011). 
 
88 Tefnut was also a daughter and wife of Atum.  This could also have served as a model for 
Nefertiti’s roles with the Aten.	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CHAPTER 4: INVESTIGATION OF ARTISTIC REMAINS 
 
 
 The descriptions in this chapter are taken from three main sources at the site of Amarna: 
the nobles’ tombs, the royal tomb, and the boundary stelae. Neither the Karnak nor the 
Hermopolis talatat will be discussed at this time due to their fragmentary nature. Nor will objects 
such as private stelae, statuary or jewelry from domestic contexts be included. The goal of this 
study is to arrive at an understanding of the significance and function of the tall blue crown by 
looking at it in its most complete contexts, encompassing the queen’s actions in their fullest ritual 
or political extent, which requires the image of the queen to be in a detailed setting. 1  Artistic 
depictions found in the Amarna tombs and boundary stelae are utilized for this study because 
they are some of the best-preserved images from the Amarna period, and present the function of 
Nefertiti’s tall blue crown in its fullest context.  All artistic representations included in this section 
date to between years five and fourteen of Akhenaten’s reign.2 This is important to note because 
Nefertiti’s tall blue crown exists only within this time frame. The disappearance of the crown, as 
well as that of the queen herself from art and text, may indicate her death, or perhaps her 
coregency with the king, after year fourteen    
 
4:1 The nobles’ tombs at Amarna 
 
 The tombs of the nobles at Amarna are organized into two groups, the northern and the 
southern.  The “royal wadi,” or the location of the tomb intended to house the burials of the royal 
family, separates these two tomb clusters (Figure 27). The majority of the tombs at Amarna have 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  The scenes described here are not the only depictions of the queen, or the queen’s tall blue 
crown.  At Karnak there are talatat blocks, initially used in temple construction, that depict the queen offering 
to the sun and taking part in Akhenaten’s Hb-sd festival, around year two. However, Nefertiti is never 
depicted wearing the tall blue crown on the Karnak talatat (Redford and Smith, The Akhenaten Temple 
Project).  She is, however, depicted wearing the tall blue crown on the Hermopolis talatat, another set of 
similar blocks, which date to the latter part of Akhenaten’s reign (Roeder, Amarna reliefs aus Hermopolis).  
Similarly, the Hermopolis talatat will not be discussed at this time due to their fragmentary nature, which do 
not include depictions of the queen in her larger political and/or religious setting.  Moreover, objects such as 
private stelae and small objects like statuary and jewelry from domestic contexts will not be included in this 
study because the goals here encompass the queen’s actions in a ritualistic or political context, which 
requires the image of the queen to be in a detailed setting. 
	  
2 Dorethea Arnold, James P. Allen and Lyn Green, The Royal Women of Amarna (New York: The 
Metropolitan Museum of Art, 1996), XVIII. 
 
 37	  
a cruciform-shaped ground plan otherwise known as a traditional “Theban T-shape,”3 and often 
the larger tombs included pillared halls and shrines (Figure 28). The decorative program in these 
tombs displays several of the changes for which Amarna art is notorious, such as unconventional 
scene types and expressive artistic rendition of the human form.4  Furthermore, and most 
relevant to this thesis, these tombs contain many scenes with the crowns and titles of queen 
Nefertiti. 
 In this chapter I will examine all depictions of Nefertiti’s tall blue crown and its variants in 
the nobles’ tombs, the royal tomb, and the boundary stelae.  The tall blue crown appears in three 
main scene types, religious, political and private.  In public scenes the queen is surrounded by an 
audience, and includes the queen riding in a chariot, standing in the window of appearances and 
sometimes in a religious setting.  Private scenes depict the queen and her family, either at home 
in the palace, or participating in a private instance of worship.  When describing these depictions 
that include the tall blue crown I will concentrate on the crowns of the king and queen, the actions 
of the royal couple and the name(s), titles(s) and epithet(s) of Nefertiti.5  It is important to observe 
all of these aspects because in order to truly understand the tall blue crown’s function, we must 
look at it in its context.6 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 Sue H. D’Auria, “Preparing for Eternity,” in: Pharaohs of the Sun: Akhenaten, Nefertiti, 
Tutankhamun, eds. Rita E. Freed, Yvonne J. Markowitz and Sue H. D’Auria (Boston: Museum of Fine Arts 
Boston, 1999), 168. 
 
4 Ibid., 116-119 and 168; Robins, Proportion and Style, 119-120.  Changes seen in Amarna period 
art are numerous and entail innovations in theme and composition.  A reshaping of the human form from the 
muscular ideal to the curvaceous feminine becomes the preferred way to represent the king.  Moreover, a 
specific scene type begins to dominate the artistic genre: the royal family.  This scene type incorporates the 
king, his queen and their daughter(s), often alive with emotion and intimacy, in scenes of “family time” where 
the king and queen play with or attend to their daughters.  
 
5 In scenes where the princesses are present, the queen’s name and the epithets Hmt nsw wrt 
(sometimes with mrt.f) always appear in the texts identifying the daughters’ names.  I will not mention the 
queen’s name and epithets from this source, as they are consistent and do not add to this study.  
	  
6 See Tables 3, 4 and 5 for details of the scene variants. 
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THE TOMB OF MERYRA7 
 The tomb of Meryra is located in the northern cluster of tombs east of the city of Amarna.  
This tomb faces west, and is situated within the same proximity of the tombs of Huya and Penthu. 
The scene discussed is on the north side of the pillared hall (Figure 29). 
 This scene depicts the royal family in chariots galloping from the left to the right of the 
scene. There are four princesses in this scene; Ankhsenpaaten and Nefernefruaten-tashera 
share one register, and Meretaten and Meketaten share the register directly below them.  The 
girls are shown driving their own chariots, two per vehicle, and are followed by six chariots filled 
with attendants and xw fan bearers.8    
The king and queen occupy the main register, galloping across the picture plane, and 
dominating the composition.  Above the heads of the royal couple are the erased names and 
titles of the Aten, Akhenaten and Nefertiti.  The queen’s titles read, Hmt nsw wrt [Nfr-nfrw-itn Nfrt-
iti] anx.ti Dt nHH, “Great wife of the king, [Nefernefruaten Nefertiti], may she live forever and ever!”9  
The king wears the xprS crown and the queen the tall blue crown.  In his right hand the king holds 
a whip while he tightly grips the reins in both hands.  Nefertiti’s horses keep pace with the king’s.  
She also holds a whip in her right hand and grips the reins with both hands.   
 
THE TOMB OF PANEHESY10 
 
 The tomb of Panehesy is located in the northern division of tombs.  It is aligned to face 
west, as is the common practice with the rock cut tombs. The royal family is shown worshipping 
the Aten on the left side of the lintel above the outer door (Figure 30). 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Scene descriptions taken from plates in: Norman de Garis Davies, The Rock Cut Tombs at El 
Amarna: Part I, the Tomb of Meryra (London: Egypt Exploration Society, 1903), pl. X. 
	  
8 Raymond O. Faulkner, A Concise Dictionary of Middle Egyptian (Oxford: Oxford University Press, 
1962), 186.  This hieroglyph represents a large feather on a standard and simply means “fan,” and appears 
in the title of “Fan Bearer” as TAy xw. 
	  
9 The queen’s names and epithets on the left do not include .ti. 
 
10 Scene descriptions taken from plates in: Norman de Garis Davies, The Rock Cut Tombs at El 
Amarna: Part II, Tombs of Panehesy and Meryra II (London: Egypt Exploration Society, 1905), pl. V, VI, X, 
XIII. 
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 This offering scene is part of a lintel composition that displays two depictions (only one 
side is shown here) of the royal family.11  In this image Akhenaten, Nefertiti and three daughters, 
identified on the left as Meretaten, Meketaten and Ankhsenpaaten, face the Aten and a large 
offering table occupying the center of the lintel.  The offering table is piled high with vast amounts 
of foodstuffs and vessels.  The entire royal family is participating in the act of worship.  Three 
daughters are present, all shaking sistra.  Nefertiti and Akhenaten also face right and lift identical 
censors forward and upward, purifying the air.  The king wears the xprS crown, and the queen 
wears the tall blue crown.  
Nefertiti’s titles are very fragmentary on both sides of the lintel. Only a fraction of the 
original titles can be read, which occupied three or possibly four columns: … mrt nbt … iat ib n nsw 
m pr.f hry Hr … [Hmt nsw wrt mrt.f Nfr-nfrw-itn Nfrt-iti anx.ti] Dt nHH, “Beloved…lady…the one who 
gladdens the heart of the king in his house…[great wife of the king whom he loves, 
Nefernefruaten Nefertiti, may she live forever] and ever!” 
 There are two offering scenes on the jambs of the entrance door to the tomb of 
Panehesy, one stacked atop the other.  The uppermost scene on the right side depicts the king 
wearing the red crown of Lower Egypt and Nefertiti wearing a bag wig (Figure 31).  The lower 
scene depicts the king, queen and one daughter in the typical stance of worship.  The king is 
depicted standing closest to an offering table, followed by the queen, and then one or more 
princesses.  Orientated towards an offering table on the right, the king holds what appears to be a 
nmst jar up to the Aten with his right hand while extending his left hand forward.  What was in his 
left hand, if anything, is now lost. The queen stands identically posed, also raising a nmst jar with 
both of her hands.  The princess, only indicated by a small hand in the lower left corner, would 
have been shaking a sistra.  The queen wears the tall blue crown, and the king wears the xprS 
crown.  The preservation of the text is poor on this jamb; only fragments of the queen’s cartouche 
and epithets can be seen.  
 This jamb on the left side also depicts stacked offering scenes (Figure 32).  The 
uppermost scene is badly preserved; only the crowns of the king and queen remain with partial 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 The mirrored image on the right depicts the queen wearing a cap crown or a round wig, and the 
king wears the xprS.	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text, most of it being undistinguishable.  The king wears the white crown of Upper Egypt,12 and 
the queen wears the tall blue crown. The lower scene is almost identical to Figure 31.  The king 
wears the xprS crown and the queen wears the tall blue crown.  They stand identically posed, 
simultaneously lifting offerings to the Aten.  The bottom half of Nefertiti’s body is lost, and there is 
no preserved text to accompany this scene.  
 A reward scene on the west side of the south wall depicts the window of appearances 
where the king, queen and their oldest daughter Meretaten stand on a balcony with a large pillow 
sitting atop the ballustrade (Figure 33). Meketaten, Ankhsenpaaten, Neferneferuaten, their 
attendants, xw fan bearers, and crouching officials occupy registers to the left of the balcony.   
 The queen wears the tall blue crown.  Her head is turned towards the left, as she looks 
downwards at her daughter behind her, and embracing her around the shoulders.  The king’s 
crown is not preserved, although one could presume he was wearing the xprS crown due to the 
remnants of the diagonal line of the back of the crown that extend upwards from the nape of his 
neck, as well as the various lengths of the arms of the Aten.  He faces right and extends his right 
arm outward and downward towards Panehesy.   
 The text pertaining to Nefertiti in this scene is sparse and not well preserved.  The name 
in her cartouche is completely hacked out, and the only titles given are Hmt nsw wrt, “Great wife of 
the king.”  This is found on both the left and right sides of the composition, on the outermost 
columns next to the king’s cartouches.   
 In the chariot scene from the east wall the queen drives her own chariot (Figure 34). The 
royal family is depicted traveling from the right side of the scene, the king, queen and their 
daughters all departing from the palace and moving toward an unfinished destination on the left.  
The king leads, and Nefertiti, who is depicted on a smaller scale, follows the king. Four 
princesses follow: two per chariot, one on the king’s register line, and one on the queen’s.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Balancing the red crown of Lower Egypt on the opposite lintel.  
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 The Aten appears three times in this scene: once over the palace, once over the queen, 
and another time over the king.13  Likewise, the names and titles of the king and the Aten also 
appear three times, always to the left side of the sun disc.  Moreover, the Aten and Akhenaten’s 
cartouches appear a fourth time above the king’s horses. Nefertiti’s titles also appear three times: 
once above her chariot, once above Akhenaten’s head next to the Aten,14 and a third time within 
the small box above Akhenaten’s horses.  Her titles are very simple, reading, nbt tAwy [Nfr-nfrw-itn 
Nfrt-iti] anx.ti Dt nHH, “Lady of the Two Lands, [Nefernefruaten Nefertiti], may she live forever and 
ever!”  The king wears the xprS crown, and Nefertiti sports her tall blue crown.  
 
THE TOMB OF MERYRA II15 
 
Like Panehesy’s tomb, the tomb of Meryra II is located in the northern cluster of tombs, 
and also faces west.   
 This scene from the west side of the south wall depicts the family in a private setting 
(Figure 35). The king sits in a cushioned chair on the left side of the composition with the queen 
and one princess standing before him on the right. Nefertiti pours him a drink.  Behind the queen 
are two other princesses; Ankhsenpaaten carries a bouquet of lotus flowers on the upper register, 
and the other, presumably Meketaten, holds a cone of incense on a tray on a lower register. The 
scene is set within an elaborate roofed kiosk, decorated with a double uraeus frieze and complex 
floral columns.  The queen wears the tall blue crown; Akhenaten wears the xprS crown.  Servants 
and musicians are depicted on the bottom of the kiosk.   
The text accompanying this scene includes the titulary of the princesses, the cartouches 
of the Aten, Akhenaten’s sA ra and nsw bity names, and Nefertiti’s title, Hmt nsw aAt Nfr-nfrw-itn Nfrt-
iti anx.ti Dt nHH, “Great wife of the king Nefernefruaten Nefertiti, may she live forever and ever!” 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 This is the only instance in the rock cut tombs where the king and queen do not share the sun 
disc and its rays. 
 
14 This set is completely lost, no text is left preserved.	  	  
	  
15 Scene descriptions taken from plates in: Davies, El Amarna: Part II, pls. XXXII, XXXIII and 
XXXIV. 
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 In the reward scene from the east side of the south wall, the king and queen stand in the 
window of appearances, which is elaborately decorated (Figure 36). Depicted larger than any 
other figures, the elevated king and queen face right, and hand gold collars down to Meryra, who 
stands below the balcony.  The official’s arms are upraised as he receives a collar directly from 
Akhenaten.  Nefertiti stands to the left of the king, holding one collar in her left hand and reaches 
to grab another from Meretaten, who stands outside the window and lifts a collar to her mother.  
To Meretaten’s left is her sister, Meketaten, who also lifts a collar in her right hand and holds 
another in her left.  On a register line above Meretaten and Meketaten are three other princesses; 
Ankhsenpaaten stands watch, and Nefernefruaten and Nefernefrura embrace each other.  
Nefertiti wears the tall blue crown, and Akhenaten wears the xprS crown.  
The text in this scene occupies the top registers around the Aten as it shines down upon 
the king and queen.  The god’s double cartouches and titles are depicted next to the disc, 
accompanied to the outer edges on the right and left by the king and queen’s names and titulary.  
The queen’s titles read, Hmt nsw wrt mrt.f nbt tAwy Nfr-nfrw-itn Nfrt-iti anx.ti Dt nHH, “Great wife of the 
king whom he loves, lady of the Two Lands, Nefernefruaten Nefertiti, may she live forever and 
ever!” 
 
THE TOMB OF AHMES16 
 
 The tomb of Ahmes is located in the northern cluster of the rock cut tombs at Amarna.  It 
faces southwest, and sits on a small outcrop in the cliffs that places it farther west than any of the 
other tombs on its cliff face.  
 This very fragmentary ink drawing from the west wall of the tomb depicts Akhenaten, 
Nefertiti and one daughter riding in a chariot (Figure 37). Due to the lack of the Aten’s titulary, as 
well as king’s titles, it is probable that this scene was unfinished at the time of Ahmes’ burial, or 
that the tomb was abandoned.  The only text preserved in the scene is two small columns placed 
over the horses’ bodies in which an r, a long horizontal sign like tA, the oval of a cartouche, and 
part of Dt nHH remain.  Davies has reconstructed this scene, and he fills these columns  with 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 Scene description from plates in: Norman de Garis Davies, The Rock Cut Tombs of El Amarna: 
Part III: Tombs of Huya and Ahmes (London: Egypt Exploration Society, 1905), pls. XXXII and XXXII-A. 
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Nefertiti’s title, [Hmt nsw wrt mrt.f nbt tAwy Nfr-nfrw-itn Nfrt-iti anx.ti] Dt [nHH], “[Great wife of the king 
whom he loves, Neferenfruaten Nefertiti, may she live] forever [and ever!]”  This reconstruction is 
possible, as often in chariot scenes the queen’s cartouche and titles are placed near her body, 
whereas the king’s and Aten’s titles are placed at the very top of the composition.17 Though one 
should be hesitant to agree with him outright, the titles inserted into the columns appear to fit 
according to hieroglyph proportion convention18 and available space, and display the titles most 
common for Nefertiti in chariot scenes.19 
 The Aten is directly above the heads of the king, queen and one princess in a chariot 
facing left.  The royal couple gazes at each other.  The princess leans against the front of the 
basket, her arm resting on the king’s quiver.  The king faces forward at his queen as she gazes 
back at him. The king’s crown is not as well preserved as the queen’s, but he may have been 
wearing the xprS crown.  Although damaged, the outline of the diagonal back of the Nefertiti’s tall 
blue crown is clear.   
 
THE TOMB OF PENTHU20 
 
 The tomb of Penthu is located in the northern tomb cluster at Amarna.  It faces northwest 
on a cliff face that is shared with Amose, Meryra II and Panehesy.  
 This depiction is the uppermost in a series of two on the north wall, which creates a 
narrative. The royal family and attendants are depicted standing outside the Aten temple (Figure 
38). Akhenaten, Nefertiti and three princesses are depicted on the right side of the scene, also 
facing right, walking towards the entrance pylon of the Aten temple.21 Akhenaten raises his hands 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Examples of this type of name and titles placement is seen in the tombs of Mahu (Davies, El 
Amarna: Part IV, pl. XX) and Panehesy (Davies, Amarna: Part II, pl. XIII). 
 
18 This convention states that typically long signs occupy two squares horizontally, tall signs occupy 
two squares vertically, and large signs, like birds, occupy four squares (two tall, two wide).  See Fischer’s 
explanation of hieroglyph proportion in: Henry Fischer, Ancient Egyptian Calligraphy, A Beginners Guide to 
Writing Hieroglyphs (New York: Metropolitan Museum of Art, 1983), 4. 
 
19 However, I do not feel confident in wholeheartedly agreeing with him until I see the drawing 
myself. 
 
20 Scene descriptions from plates in: Norman de Garis Davies, The Rock Cut Tombs of El Amarna: 
Part IV: Tombs of Penthu, Mahu and others (London: Egypt Exploration Society, 1905), pls. V, VI, VII and X. 
	  
21 Ibid., 3. 
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in reverence to the streaming rays of the Aten as Pentu and a priest greet the royal family at the 
entrance, bowing down in adoration.22  Behind and just above the three daughters are Swt23 and 
xw fan bearers and bowing officials.   
 The king wears the xprS crown.  This scene is not fully preserved, and only outlines of the 
figures, their crowns, and garments can be identified.24 The queen wears the tall blue crown.  The 
titles of the Aten, the king and the queen are not preserved, and only fragmentary elements of 
Meretaten’s name and one of the other princess’ titulary remain. 
 This scene on the upper portion of the north wall is a continuation of the scene in Figure 
38 (Figure 39). This part of the narrative displays the reward of Penthu.  The official stands to the 
left, facing the king and queen, his arms upraised in praise while an attendant places gold shebyu 
collars around his neck.  The king and queen, who appear to be standing outside of the temple 
entrance, face left, and unfortunately are not well preserved. The Aten shines above the royal 
couple, delivering them life.  Davies has reconstructed Akhenaten as wearing the xprS crown, 
while the back and top of Nefertiti’s tall blue crown, chin and neck are preserved. Because this 
scene is so badly damaged, the actions of the king and queen are technically indeterminate, even 
though Davies has reconstructed Akhenaten as extending his right arm towards Penthu.   
 The titles of the queen are not preserved in this scene.  
 This painted scene from the lower area on the north wall displays Akhenaten and Nefertiti 
sitting in chairs, eating and drinking (Figure 40).  They both sit facing left, in similar poses.  The 
composition is arranged with the king, being slightly larger in scale, sitting in front of the queen.  
He lifts a small cooked bird to his mouth and extends his right arm, which holds an unidentified 
object, forward.  In front of Akhenaten was originally another figure, of which only a hand remains.  
This figure must have been of equal importance to the couple, as his or her hand is approximately 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
22 Ibid, 2-3. 
 
23 Sir Alan Gardiner, Egyptian Grammar: Being an Introduction to the Study of Hieroglyphs (Oxford: 
Griffith Institute, 1982), 508. 
 
24 Davies states in El Amarna Part IV, on page 3, that the figures within this tomb were originally 
filled with plaster and since original carving, this plaster has fallen out of its carved mold, leaving large insets 
of simple outlines of figures.  
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the same size as the king’s hands.  The king wears an elaborate broad collar and a bag wig with 
a uraeus.  The outline of the wig itself is not preserved, but the uraeus is, and due to the 
preservation of the neck, the general shape of the wig as it hangs on the nape of the neck reveals 
its identity.   
Nefertiti is posed in a similar fashion to the king, with her left arm raising a cup to her lips, 
and her right arm extending forward.  She does not hold anything in her right hand, but rather, 
she extends it forward with her palm facing out, possibly towards a daughter that is no longer 
preserved, or to pick up a delicacy.  The very tip of the back of her tall blue crown is preserved as 
well as the top of a sleeve on her right arm.   
There is no preserved text in this scene. 
 
THE TOMB OF MAHU25 
 
The tomb of Mahu is located in the southernmost group of the noble’s tombs at Amarna 
and faces northwest.  
 The king, queen and Meretaten are positioned to the right of an offering table heaped 
with flowers, cooked birds, incense jars and bread loafs in this relief from the north thickness of a 
door (Figure 41).  There is a secondary offering stand depicted in front of Nefertiti supporting a 
bouquet of flowers and a nmst jar.26  The Aten shines above them, its rays reaching towards the 
offering table and the king and queen.  The god’s double cartouches are placed on the left and 
right of the disc, and the names and titles of the king and queen are seen on the far right.  The 
king lifts an unidentified ritual implement over the offerings, and the queen holds a sxm or iAm27 
scepter in her right hand, and a small bowl in her left.  Meretaten is depicted behind her mother, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 Scene descriptions from plates in Davies, El Amarna Part IV, pls. XV,XVI, XX, XXII, XXIII and 
XXVIII. 
26 Rainer Hannig, Die Sprache der Pharaonen: Großes Handwörterbuch Ägyptisch – Deutsch 
(2800-950 v. Chr.) (Berlin: Philpp Von Zabern, 1997), 414 
 
27 Ibid, p. 745; Faulkner, Dictionary, 241. 
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shaking a sistrum.  The king wears the xprS crown and Nefertiti wears the tall blue crown with 
multiple uraei.28 
 In this scene Nefertiti’s titles are: Hmt nsw wrt mt.f nbt tAwy Nfr-nfrw-itn Nfrt-iti anx.it Dt nHH, 
“Great wife of the king whom he loves, Lady of the Two Lands, Nefernefruaten Nefertiti, may she 
live forever and ever!”  The queen’s cartouche appears three times in this scene, twice stating her 
name and epithets, and once in the identification text of Meretaten.  
 This stela on the north end wall depicts an offering scene that includes Nefertiti, 
Akhenaten and one daughter (Figure 42).  The family stands to the left of the scene, facing an 
offering table to the right.  A majority of the offerings on the table are no longer visible, as is the 
case with the text and cartouche identifying the queen, which was intentionally hacked out. The 
Aten sits at the top of the composition above the offering table and the king’s head.  The king 
wears a cap crown with a large uraeus. The queen stands behind the king, holding a large flower 
in her left hand and an unidentified object in her right hand.  Nefertiti wears the tall blue crown. 
 This chariot scene from the south side of the back wall depicts the king, queen, and a 
daughter riding in one chariot, the Aten’s rays shining down upon them (Figure 43).  The royal 
chariot departs from the temple, its pylon and standards are visible to the left of the scene. Mahu 
himself, identified by hieroglyphs, stands in front of the crowd, as though he is leading the way for 
the royal family.  Surrounding the centrally placed Aten are its double cartouches and the names 
and titles of the king and queen on the far left.  Meretaten’s name is placed on the left side of the 
chariot.  Nefertiti is identified as nbt tAwy Nfr-nfrw-itn Nfrt-iti anx.ti Dt nHH, “Lady of the Two Lands, 
Nefernefruaten Nefertiti, may she live forever and ever!”  The couple faces each other; Nefertiti 
embraces the king as he drives the horses forward.  She wears the tall blue crown and 
Akhenaten wears the xprS.  Little Meretaten stands at the front of the chariot underneath her 
father’s clenched fists as he holds the reins.   
 This chariot scene from the south side of the back wall depicts the royal family and the 
tomb owner (Figure 44).  The king, in his chariot, turns towards Nefertiti who stands just behind or 
beside him.  An unidentified official extends his arm towards the royal chariot as the horses travel 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28 The appearance of multiple uraei has been examined by Earl Erman in: “From Two to Many: The 
Symbolism of Additional Uraei worn by Nefertity and Akhenaten,” JSSEA 23 (1993), 45.	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to the left, pulling away from the temple.  The queen grasps a handle on the back of the chariot, 
as if bracing herself against the jolting of the chariot as the horses pull the vehicle forward.  Mahu 
appears twice.  He kneels on a separate register line behind the royal chariot and again is 
depicted in the center of the composition in front of the chariot, with his arms upraised in 
reverence as the royal couple approaches.  
 The king wears the xprS crown and Nefertiti wears her tall blue crown.  Princess 
Meretaten sits at the front of the chariot, carrying a stick, which she seems to be poking at the 
cantering horses. 
 The text in this scene identifies Nefertiti as nbt tAwy Nfr-nfrw-itn Nfrt-iti anx.ti Dt nHH, “Lady 
of the Two Lands Nefernefruaten Nefertiti, may she live forever and ever!”  Her cartouche 
appears once, next to that of the king, to the left of the royal couple. 
 The false door of Mahu in the south end wall displays a simple offering scene with 
Akhenaten, Nefertiti and one princess, presumably Meretaten, their eldest daughter, orientated 
toward the Aten and an offering table on the right (Figure 45).  No text survives to accompany this 
scene on the door itself, as it was the victim of intentional mutilation.  However, at least five 
cartouches of the queen remain above the queen and along the sides of the jambs of the door.  
On these jambs we also find the queen’s titles, Hmt nsw wrt mrt.f nbt tAwy Nfr-nfrw-itn Nfrt-iti anx.ti Dt 
nHH, “Great wife of the king, his beloved, Neferneferuaten Nefertiti, may she live forever and 
ever!” 
The family stands to the left of the composition, facing right, also offering to the Aten.  
The family is arranged in the typical order for an offering scene; the king stands closest to the 
offering table, followed by the queen, and then their daughter.  The princess shakes a sistrum. 
The queen’s posture mirrors that of the king.  In this depiction both Nefertiti and Akhenaten lift 
trays of small, circular jars or bread loaves to the sun disc.29 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 C. Leblanc, et al, Le Ramesseum IX-1, Les piliers osiriaques (Cairo: Organisation Égyptienne 
des Antiquitiés, 1980), pl. XXXI. 
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THE TOMB OF APY30 
 The tomb of Apy is located in the southern cluster of tombs.  It too faces west, and is in 
the same area as the tombs of Mahu and Rames.  
 This offering scene from the entrance to the tomb of Apy depicts Akhenaten, Nefertiti and 
Meretaten, Meketaten and Ankhsenpaaten orientated facing left (Figure 46).  The Aten is placed 
in the upper left corner of the composition. Its double cartouches appear directly to the left, 
accompanied by its titles and several more cartouches to the right.  An offering table sits at the 
left of the composition, directly under the Aten. The king and queen are posed alike, both lifting 
trays with cartouches of the Aten.  The cartouches lifted by Akhenaten are flanked by standing 
figures of the primeval god Shu, identified by the characteristic crown also seen on the heads of 
colossi statues of Akhenaten as Shu from the gm pA itn at Karnak (Figure 47).31 The cartouches of 
the Aten lifted by Nefertiti are accompanied by a seated female figure wearing the tall blue 
crown.32  I believe that Akhenaten is represented as Shu in these small figures, and Nefertiti is 
represented as Tefnut. Behind the queen three princesses lift sistra with their right hands, 
shaking in unison.  The king wears the xprS crown, and Nefertiti wears the tall blue crown. 
 The texts in this scene describes Nefertiti in a more detailed manner, calling her rt-pat wrt 
Hswt nbt imAt Xnmt rSwt wbn pA itn r rdit n.st Hswt Htp.f r qAb […] mrwt.s Hmt nsw wrt mrt.f Hnwt Sma mHw 
nbt tAwy Nfrnfrwitn Nfrt-iti anx.ti Dt t nHH,	  “Hereditary noblewoman, great of praise, lady of the Imat-
scepter, united with praise, the Aten rises to give her praise, he sets to repeat […] her love.  
Great wife of the king whom he loves, mistress of the north and the south, Lady of the Two 
Lands, Nefernefruaten-Nefertiti, may she live forever and ever.” 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Scene descriptions from plates in Davies, El Amarna: Part IV, pl. XXXI.  
 
31 Aldred, Akhenaten, 264. 
	  
32 If these images held to the Aten by Akhenaten and Nefertiti do represent Tefnut and Shu, this 
supports the theory that Akhenaten and Nefertiti are part of a divine triad with the Aten, like the divine 
primeval triad of Atum, Shu and Tefnut. 
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THE TOMB OF RAMES33 
Rames’ tomb faces southwest, on the same outcropping that houses Mahu’s and Apy’s 
tombs.  	  
 In this offering scene from the tomb entrance, the royal family includes the king, queen 
and one princess (Figure 48).  They all face left, oriented towards the Aten, which sits in the 
upper left hand corner, above two offering stands upon which a bouquet of lotus flowers 
balances.  The king lifts a censor, while the queen holds a cone of incense upwards, similarly to 
the king’s position.  The little princess, identified as Meretaten by the hieroglyphs, holds her 
sistrum. The king wears the xprS crown, and Nefertiti sports the tall blue crown.  
 In this scene Nefertiti’s titles are simply stated as nbt tAwy Nfr-nfrw-itn Nfrt-iti anx.ti Dt nHH, 
“Lady of the Two Lands Nefernefruaten Nefertiti, may she live forever and ever!”  
 
THE TOMB OF MAY34 
 
 The tomb of May is located in the southern group of tombs.  It faces approximately 
southwest.  It sits near the mouth of a southwestern flowing wadi, which separates the 
outcroppings.  
This scene from the north thickness depicts the king, queen and their three daughters 
standing before a table of offerings underneath the Aten (Figure 49). Like their parents, the three 
princesses are orientated toward the left.  The king’s three eldest daughters are depicted 
standing behind the queen, all shaking looped sistra. Meretaten and Meketaten, identified by 
hieroglyphs, stand directly behind the queen, appearing on the same register line as she does. A 
third daughter, presumably Ankhsenpaaten, appears on another register line above Meretaten 
and Meketaten.35   
 The king’s head is mostly lost, only his chin and lower lip remain.  He lifts a censor in his 
left hand, while his right hand also rises towards the sun disc.  Nefertiti wears her tall blue crown, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33 Scene descriptions from plates in Davies, El Amarna Part IV, pl. XXXV. 
	  
34 Scene descriptions from plates in: Norman de Garis Davies, The Rock Cut Tombs of El Amarna: 
Part V, Smaller Tombs and Stela (London: Egypt Exploration Society, 1905), pl. III. 
 
35 Heinrich Schäfer, Principles of Egyptian Art, 4th edition (Oxford: Griffith Institute, 1986), 187. 
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and lifts a nmst36 jar.  The queen’s titles appear at the top of the scene, to the right of the king’s, 
whose titles are inscribed next to the Aten’s double cartouches.  The queen is labeled as, Hmt nsw 
wrt mrt.f [Nfrnfrwitn Nfrt-iti] anx.ti Dt nHH, “Great wife of the king, whom he loves [Nefernefruaten 
Nefertiti] May she live forever and ever!”  All of the cartouches in this scene are erased except for 
those on the offering table. 
 
TOMB 2237 
 
Tomb 22 is cut into the limestone facing due east on a large outcrop.  The owner of this 
tomb is unidentified. 
 This fragmentary scene from a lintel depicts the king, queen and three daughters facing 
left, followed by one xw and one Swt bearer (Figure 50).  The three girls were perhaps shaking 
sistra while their parents hold up their hands, bent at the elbows, in a traditional posture of 
worship, or perhaps holding offerings to the Aten.  The king’s crown is not preserved, but a long, 
diagonal line forming the back of Nefertiti’s crown is visible.  There is a second diagonal line 
preserved directly in front of back of the queen’s crown.  Perhaps the queen was originally 
wearing a crown with feathers, and maybe a sun disc, as is seen on the boundary stelae, which 
will be discussed below.  
No text is preserved to accompany this scene. 
 
THE TOMB OF PARANNEFER38 
 
 The tomb of Parannefer is located in the northernmost area of the southern group of 
tombs, cut directly into the cliff.  It sits on a long outcropping facing southeast, some distance 
from the clustered tombs on the other outcroppings.  
 This small scene sits atop the entrance façade of the tomb of Parannefer (Figure 51).  Its 
composition is symmetrically balanced; the same depiction of the royal family appears on both 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36 Hannig, Sprache der Pharaonen, 414. 
 
37 Scene descriptions from plates in: Davies, El Amarna: Part V, pl. XVI. 
 
38 Scene descriptions from plates in: Norman de Garis Davies, The Rock Cut Tombs of El Amarna: 
Part VI, Tombs of Parennefer, Tutu and Ay (London: Egypt Exploration Society, 1905), pls. II and IV. 
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the left and right sides of the lintel, with the Aten and an offering table centering the scene.  Only 
the depiction of the family on the left displays a preserved representation of Nefertiti’s tall blue 
crown.   
The king, queen and two princesses are depicted, with the king standing closest to the 
offering table, the queen behind him and the two princesses following.  On the left side, the head 
of only one daughter is visible, and only the queen’s head and arms are present.  The king’s 
head, torso and one leg are visible.  The king wears the xprS crown and the queen wears the tall 
blue crown.  Only a fragmentary cartouche is preserved above Nefertiti’s head, which displays 
one nfr sign, suggesting this cartouche was hers.  No other text accompanies this scene.  The 
queen lifts a nmst jar towards the Aten while the king holds a similar posture, but his hands are no 
longer preserved.   
 In the reward of Parannefer from the west wall, Akhenaten and Nefertiti are depicted 
standing above Parennefer, facing right, in an elaborate, pillowed balcony decorated with a 
cavetto cornice surmounted by a uraeus frieze, bound captives, a sema-tawy motif and the 
names and titles of the king and queen (Figure 52). A register line on the left presents three 
princesses; Meketaten, Meretaten and Ankhsenpaaten who are attended to by two nurses. The 
Aten shines above their heads, surrounded by its cartouches and titles, as well as those of the 
king and queen.  The Aten’s rays reach down towards the couple; some of its small hands even 
embrace the bodies of the king and queen.39  The king wears the xprS crown, and the queen 
wears the tall blue crown.  It should be noted that cartouches of the Aten appear on the skin of 
the king and queen.  These are armbands, as reflected on talatat blocks still displaying color 
(Figure 53).40  Nefertiti stands docilely next to the king, her hands resting on the balustrade pillow, 
observing him as he extends his arm out towards Parennefer, who is adorned with shebyu collars 
by attendants.41   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
39 One hand even supports the back of Nefertiti’s tall blue crown. 
  
40 Redford and Smith, Akhenaten Temple Project, pl. 21. Perhaps the numerous Aten cartouches 
that appear on the chests of the royal couple represent the sun shining upon their skin. 
	  
41 Aldred, Akhenaten, 92. 
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 The texts accompanying this scene identifies Nefertiti as Hmt nsw wrt mrt.f Hnt Sma mHw nbt 
tAwy Nfr-nfrw-itn Nfrt-iti anx.ti Dt nHH, “Great wife of the king, his beloved, mistress of the North and 
the South, Lady of the Two Lands, Neferneferuaten Nefertiti, may she live forever and ever!” 
 
THE TOMB OF AY42 
 
Ay’s tomb is situated in the southern area of the southern tombs.  It faces northwest on 
an outcropping separated from the other tombs by a wide dry wash.   
 In this window of appearances scene from the east side of the north wall, the king, queen 
and three princesses stand in a balcony with a ureaus frieze above Ay and his wife Tyi (Figure 
54).  The entire family faces to the right, looking down at Ay and his wife, with the exception of 
one daughter, who grasps the chin of her mother and looks up at her adorningly.  The names and 
titles of the king, queen and their daughters are displayed above their heads, underneath the 
Aten’s name and titles.   
The king wears the xprS crown and the queen wears her tall blue crown. Meretaten, 
Meketaten and Ankhsenpaaten stand around Nefertiti, Ankhsenpaaten grabs her mother’s face 
as the queen tosses two collars down towards Ay.  Meretaten and Meketaten hold trays of 
collars, and Meretaten also throws a collar towards the official and his wife.  The king leans 
forward, simultaneously releasing a collar with the queen to Ay as the official reaches upward, 
catching a shebyu collar.  A pile of rewards lay before Ay, and more are flying through the air 
towards him and his wife.  
Nefertiti’s name and titulary state, Hmt nsw wrt mrt.f nbt tAwy Nfr-nfrw-itn Nfrt-iti anx.ti Dt nHH, 
“Great wife of the king, his beloved, Nefernefruaten Nefertiti, may she live forever and ever!” 
 
4:2 Boundary stelae 
 
There are fifteen identified boundary stelae at the site of Amarna from Akhenaten’s reign.  
They are designated: A, B, F, J, K, L, M, N, P, Q, R, S, U, V and X.  These stelae fall into two 
main groups based on date of construction.  K, M and X display the “early proclamation” from 
approximately year five, which discusses the founding of the city of Amarna, the king’s reason for 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
42 Scene descriptions from plates in: Davies, El Amarna: Part VI, pls. XXIX and XXVI.	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choosing to build where he did, and the proposed layout of the city.43  All others include the “later 
proclamation,” which elaborates on what the king had accomplished since the carving of the 
previous stelae, and contains text called “repletion of the oath,” which “describes how the king 
renewed his promises concerning the borders of Akhet-Aten (Amarna) in his eighth regnal 
year.”44 
All of the Amarna boundary stelae have the same general shape and layout.  Cut directly 
into the limestone cliffs, each stelae is rectangular in shape, averaging between eight and 
fourteen feet tall.45  All have a semi-circular top, or lunette, placed above horizontal lines of text.  
Within the lunette are depictions of the royal family and the Aten, appearing as the upper-most 
and central figure. The lunette typically depicts the Aten’s rays pouring down upon the royal 
couple, delivering life-giving ankhs to their noses.  The king and queen, who share a register line, 
are followed by their two eldest daughters, Meretaten and Meketaten.  There are two composition 
types on the boundary stelae.  Either the royal family is mirrored identically on the right and left 
sides with the two images divided by a large table of offerings (Figures 55 and 56), or the family 
stands to the right side of the composition and a table of offerings and lines of vertical text occupy 
the left side of the lunette (Figure 57).  Akhenaten and Nefertiti typically hold the same pose, 
lifting their hands up in praise to the god.  The king is depicted standing in front of the queen, as 
their two daughters stand behind their mother, shaking sistra.  Although the family is depicted 
standing in a line, this may not represent reality.  Rather, it may represent figures standing next to 
one another in the same way that a row of figures standing behind one another would be 
represented.46 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43 William J. Murnane and Charles C. Van Siclen III, Boundary Stela of Akhenaten (Oxford: Kegan 
Paul International, 1993), 1-2. 
 
44 Ibid., 2. 
 
45 Davies, El Amarna, Part V, 24-25. 
  
46 Shäfer, Principles, 172. 
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CROWNS ON THE BOUNDARY STELAE 
 
On the boundary stelae there are three types of crowns worn by Nefertiti.  Due to the 
fragmentary nature of the majority of the stelae, I will not describe all fifteen in detail. There are 
only nine instances where the queen’s crown can be identified with certainty.  Instead, I will focus 
on the best-preserved images of the queen’s crowns for my descriptions in this section.47  
The tall blue crown, the Hathoric crown, and hybrids of these two appear on the boundary 
stelae.  The tall blue crown on the boundary stelae is represented in the same style as it appears 
in the rock cut tombs at Amarna.  The Hathroic crown consists of a short modius with a uraeus, 
upon which sit two tall plumes, placed between cow horns and a sun disc.  The first of the two 
hybrid crowns is a tall blue, double-plumed crown adorned with a sun disc and horizontal, twisted 
ram horns, which has been titled anedjty by Green.48  The second is the same as the anedjty-
crown but without the twisted ram horns.  This variant does not currently have a name and was 
deemed the “most unusual” of Nefertiti’s crowns by Green.49  The Harthoric crown, the tall blue 
crown, and the tall blue, double plumed hybrid crown appear two times each.  The anedjty crown 
appears three times.  
The best-preserved representation of the tall blue crown appears on Stela R (Figure 
55).50 The composition of the lunette relief depicts the family symmetrically opposed, on both 
sides of a central offering table.  The Aten centers the composition at the top of the lunette, its 
rays reaching down to the family.  The king and queen stand in identical poses, their arms 
stretched out, palms facing towards the offering table, while Meretaten and Meketaten are 
depicted behind them, shaking their sistra.  The large offering table dividing the composition is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 For a complete table of the crowns on the boundary steale see Table 3. 
48 Green, Queens and Princesses, 67.  Green defines this crown as “properly that of a king,” 
meaning before this instance only kings wear it, and that it is the least common of the tall blue crown 
variants.  This crown does not appear in the nobles’ tombs, nor in the royal tomb.  So it seems to have fallen 
out of popularity with Nefertiti. 
 
49 Ibid., 68.   
 
50 Davies, El Amarna Part V, pl. XXLI. 
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stacked high with foodstuffs, incense and vessels containing libations.  The king wears the xprS 
crown. 
Stela S displays the best depiction of the Hathoric crown (Figure 56).51  This crown is 
fastened atop a modius, which rests directly on the queen’s long wig. When the queen wears this 
crown on the boundary stelae, the king typically wears the xprS crown, although in one instance, 
on Stela B, he is wearing the red crown of Lower Egypt.52  
The anedjty crown is best depicted on Stelae A and N,53 both of which display the royal 
family standing before an offering table, orientated facing left (Figures 57 and 58). The offering 
table is placed directly under the sun, in the off-center layout of the lunette, stacked with jars, 
meats, vegetables, flowers and dishes of burning incense.  To the left of the offering table on 
Stela A are columns of text, and the king, queen and their two eldest daughters, Meretaten and 
Meketaten, share a register.  The princesses are depicted behind their parents, shaking their 
sistra, while the king is portrayed standing in front of the queen, their arms raised towards the 
sun. The queen’s crown is a combination of the tall blue crown with some variations.  On Stela A 
the base of the crown is a shorter, less angular than the tall blue crown, which is topped with 
horizontal, twisted horns and double plumes (probably stylized falcon feathers) and centered with 
a sun disc.  On Stela N the same crown appears, minus the twisted ram horns. The king wears 
the xprS crown. The titulary of the Aten and the king are depicted above the family’s heads, while 
the titles of Nefertiti are placed in front of her.  She is identified as, Hmt nsw wrt Nfrnfrwitn Nfrt-iti 
anx.ti Dt nHH, “Great wife of the king, Nefernefruaten Nefertiti, May she live forever and ever!”  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51 Davies, El Amarna, Part V, pl. XXVI and XXXIX. 
 
52 In another instance, on Stela P, Akhenaten wears the white crown of Upper Egypt, but Nefertiti’s 
crown is not fully preserved, only the top of two plumes is visible.  These plumes could be from the Hathoric 
crown or the hybrid tall blue plumed crown. 
 
53 Davies, El Amarna V, pl. XXXIII and XL. 
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4:3 The royal tomb at Amarna 
The royal tomb at Amarna was designated for the royal family.54  Located to the east of 
the city surrounded by the limestone cliffs, within a petite valley that snakes into the royal wadi, 
the tomb is positioned in a secluded and fitting locale for the sun-worshipping family, facing the 
sunrise (Figure 27).55 Nefertiti’s tall blue crown is preserved in five instances in the royal tomb at 
Amarna, two of which are offering scenes and three that are in mourning scenes.  In these 
scenes Akhenaten’s crown is either the xprS, or in one instance, the red crown. 
 This scene on wall E in the shaft of room D is incredibly fragmentary (Figure 59).56 The 
only remnants of the royal couple are a few lines indicating where their legs would be, the ribbons 
blowing at the back of Akhenaten’s unidentified crown, and the pointed back of the tall blue 
crown.  Meretaten is present, indicated by remnants of her small body behind the queen, and 
some of her epithets.  The round disc of the Aten is clear in the upper right corner, which the 
family faces; seven of its characteristic rays can be identified as they reach towards a table piled 
with offerings.  The titles of the Aten and the king are almost entirely destroyed, and only the end 
of Nefertiti’s name and epithets can be identified, …mrt.f [Nfr-nfrw-itn Nfrt-iti anx.ti] Dt nHH, …his 
beloved, [Nefernefruaten Nefertiti, may she] live forever and ever!” 
 This offering scene from the east side of wall A in the pillared hall depicts a layout very 
similar to several seen in the nobles’ tombs (Figure 60).57  The Aten shines over a heaping pile of 
offerings sitting atop a now-missing table to the far right of the scene, while the king and queen 
are the central figures.  The titulary of the Aten is directly to the left and right of the sun disc, 
which are followed up by Akhenaten’s and then Nefertiti’s titles.  Nefertiti’s titles read: rt-pat wrt 
Hswt Hnwt Sma mHw […] mrw [… wa]b awy […] m pr it[n …] Htp […] Hmt nsw w[rt …] nbt tAwy [Nfrnfrwitn-
Nfrt-iti …] rnpi.ti […],	  “Hereditary noblewoman, great of praise, mistress of Upper and Lower 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 Scene descriptions taken from plates in: Geoffrey Thorndike Martin, The Royal Tomb at Amarna 
II: Reliefs, Inscriptions and Architecture (London: Egyptian Exploration Society, 1989). 
	  
55 Davies, El Amarna, Part V, 28.  
 
56 Martin, The Royal Tomb, pl. 17.  
 
57 Ibid., pl. 22.	  
 57	  
Egypt…beloved…pure of hands…in the house of the Aten…pacifies/offers…great wife of the 
king…Lady of the Two Lands, [Nefernefruaten Nefertiti…] may she be young…” 
 The king and queen stand before the table of offerings facing right, raising their arms in 
reverence to the sun.  Their hands are no longer preserved, so it cannot be determined what they 
were holding, if anything. The king wears the red crown of Lower Egypt.  Nefertiti wears the tall 
blue crown, which clearly displays a rectangle pattern over the surface.58  
 On the same register line as the king and queen stands at least one daughter, who is 
identified by a small sistrum depicted near Nefertiti’s lower back and a small line of text which 
would sit directly above her head, reading Meketaten.  There is a separate register line above the 
eldest daughter, Meketaten, upon which appears another princess.  Though her sistrum is no 
longer visible, her right arm is upraised, presumably to make music with her instrument.   
 This scene from wall B in pillared hall E is also very fragmentary (Figure 61).59  However, 
we can deduce that this is a mourning scene due to the presence of mourning women, who follow 
behind the king and queen. The king wears the xprS and the queen wears the tall blue crown.60  
Directly behind the queen, on a different register line, is either two daughters or attendants.  
 Nefertiti’s titles state, […] wrwt […] Hnt nb Hmt nsw wrt mrt.f nbt tAwy Nfrnfrwitn Nfrt-iti anx.ti 
Dt nHH, “[…] Great […] all ladies, great wife of the king his beloved, Lady of the Two Lands, 
[Nefernefruaten Nefertiti, may she] live forever and ever.” 
 While worshipping the sun as it shines down upon them, the royal family faces left on wall 
A in room alpha (Figure 62). Surrounding the centrally-placed king and queen is the temple in 
which they are worshipping.  Initially there were no princesses in this scene, but re-carving of the 
king and queen’s figures suggests that room was needed to add more daughters behind 
Nefertiti.61  The focus of the composition is the king and queen, rather than the Aten and an 
offering table.  The queen is depicted behind the king, but as we know, this does not represent 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58 Johnson, “A Battered Limestone Head,” 91. 
	  
59 Martin, The Royal Tomb, pl. 26. 
 
60 The front corner of the crown is only visible. 
 
61 Martin, The Royal Tomb, 30. 
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reality and it is likely the queen was actually standing beside the king.  They both hold sxm 
scepters in their right hands, extending them forward.62  The king wears the xprS crown.  
Nefertiti’s crown is the typical tall blue crown.  Prior to Martin’s reanalysis of this scene, Bouriant63 
erroneously reported the queen’s blue crown was depicted with the Hathoric elements of 
feathers, cow horns and a sun disc.  However, Martin states:  
“Bouriant rather misleadingly wrote that the queen wears a headdress embellished with a 
uraeus and surmounted by the solar disk and horns of Hathor and Maat.  In the original 
plan she did indeed wear the horns, but there is no sign of the disk in the surviving relief, 
and the tall feathers that complete the headdress are presumably under the existing 
plaster…Later, however at least part was recarved and she was provided with the 
headdress which seems particular to her…The text above Nefertiti’s head was carried out 
in connection with the replastering of the area, since the tip of the left horn of the queen’s 
headdress goes under the plaster on which the text is carved, and the text itself would 
have continued down to the top of her headdress.”64 
 
Martin states that the crown intended for the queen is the tall blue crown (Figure 1).  Because 
Nefertiti wears Hathoric elements only in the beginning of the Amarna period, until year 8, the 
only explanation for this seemingly late appearance of the Hathoric crown again at Amarna is that 
the construction of this tomb, specifically this scene, had to have been carved during the early 
years at Amarna.  This is further established by the recarving of a second daughter.  This 
reinforces the theory that the tall blue crown replaced other crowns that were previously popular 
for Nefertiti to wear. 
The fragmentary text of this scene pertaining to the queen is simple, only stating Hmt nsw 
wrt mrt.f nbt tAwy Nfrnfrwitn-Nfrt-iti anx.ti rnpi.ti Dt r nHH,	  “Great wife of the king whom he loves, Lady 
of the Two Lands, Nefernefruaten-Nefertiti, may she live and be young forever and ever.” 
 This scene on wall F in room alpha is perhaps the only one of its kind in Amarna 
representation (Figure 63).  It depicts a related setting twice, one atop the other: the death of a 
royal family member, perhaps Meketaten.65  The two scenes are analogous.  In both depictions 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
62 The sxm scepter is also known as abA, or xrp.  It was the most typically held scepters by men and 
resembles a fly swatter.  It was used to consecrate offerings, (Peter Kaplony, “Zepter,” LÅ 6, 1373-1389; 
Henry G. Fischer, “Fächer un Wedel,” LÅ 2, 81-85).	  
 
63 As cited in Martin, The Royal Tomb, 30-31. 
 
64 Ibid. 
	  
65 Ibid., 38. 
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the king and queen stand next to one another on the left of the scene, their right hands held to 
their foreheads in the typical stance of mourning.  The king grasps the queen’s left arm for 
support as he bends at the waist and leans forward.  On the right side of the scenes are 
attendants, nurses, mourners and other palace officials, including a vizier who is characterized by 
his apron kilt.  It is likely that these two scenes make up a narrative; the upper scene depicting a 
birthing scene, and the lower showing the death of the mother due to her difficult birth.66 
 The left side of the upper scene is mostly lost, only the king and queen remain with the 
Aten above them, and some fragments of the Aten’s titulary. The lower register depicts the 
moments after Meketaten’s death.  She is depicted laying on a bed at the left of the composition, 
her parents standing over her in grief. There is no text present to identify the queen’s titles, nor 
who the deceased individual was.  In both scenes the king and queen wear the xprS crown and 
the tall blue crown.  
 
4:4 Conclusions: A reflection of Akhenaten’s xprS? 
 
 In preserved scenes from the nobles’ tombs the tall blue crown appears with the king’s 
xprS crown eighteen times (Table 3).  It also appears with the white crown once and twice with the 
bag wig.67  In the scene types found in the nobles’ tombs Nefertiti is depicted mimicking the king’s 
actions and actively participating in cultic and political rituals in divine offering and window of 
appearance scenes.  Often one to four daughters accompany the king and queen, shaking sistra 
in religious settings, and riding in chariots or standing off to the side in political scenes.  Nefertiti is 
almost always an active player in the scene, with the exception of the reward scene in the tomb of 
Parannefer, where she stands passively beside the king (Figure 52).  
 On the later boundary stelae the tall blue crown appears along with the king’s xprS crown 
twice.68  The other earlier crowns worn are variants of the tall blue crown, with feathers and the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66 Ibid. 
	  
67 Scenes in which the tall blue crown cannot be securely identified are not included in these 
numbers.  
 
68 On stelae Q and R. 
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Hathoric crown.  These variants are depicted next to the king’s red crown of Lower Egypt, the 
white crown of Upper Egypt, and the xprS crown (Table 4).  
 In the royal tomb the tall blue crown appears with the xprS four times,69 with the red crown 
of Upper Egypt once,70 and once with an unpreserved crown (Table 5).  One early variation may 
have the Hathoric crown later replaced by the tall blue crown in the mourning scene from Room 
alpha, wall A. All of the scenes in the royal tomb are offering scenes except for three mourning 
scenes.  The queen’s actions always mirror the king’s in the royal tomb; she carries similar 
offerings or implements as Akhenaten, such as the sxm scepter.  Most of the other details are lost 
to us, such as clothing style and the names or presence of the princesses. 
 This examination of scenes confirms earlier studies by Green71 and Collier,72 indicating 
that the tall blue crown appears most frequently beside the king’s xprS crown and was, after year 
five, her preferred crown, even directly replacing the earlier Hathoric crown in the royal tomb. 
Even though the king wears other types of crowns alongside the queen’s tall blue crown, these 
instances are few (the red and white crown twice each, and the bag wig twice).  The tall blue 
crown is worn in all types of scenes: public and private.  When the queen wears this crown, she 
mimics the king’s actions and is depicted standing at his side, her body posed like his, and often 
holding the same object or ritual implement as the king.73  When the queen takes these stances 
of mimicking the king, the presence of the daughters is significant.  It has been noted by Green 
that when the daughters hold the sistra and Nefertiti is in a pose mirroring that of the king’s, that 
the daughters are taking on the role typically played by the queens providing music during the 
ceremony.74  It should be noted Nefertiti never holds a sistrum in the rock cut tombs.  This 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69 Pillared hall E, wall B and Room alpha, walls A and F. 
 
70 Pillared hall E, Wall A. 
 
71 Green, Queens and Princesses, 84. 
 
72 Sandra Collier, The Crowns of the Pharaoh: Their Development and Significance in Ancient 
Egyptian Kingship (PhD diss., University of California Los Angeles, 1996), 127. 
 
73 Nefertiti also mimics the king’s action when wearing other crowns and headdresses, such as the 
bag wig or the atef. 	  
74 Green, Queens and Princesses, 424; Troy, Queenship, 86.  The sistrum was a common 
implement used in the worship of Hathor since the Old Kingdom.  The use of the sistrum by royal women 
began under Thutmose IV.  It is in Amenhotep III’s reign, however, where the sistrum begins to be 
 61	  
imagery emphasizes the significance of Nefertiti’s roles when compared to those of the king.  In 
most instances their roles are the same.  It is through her wearing of the tall blue crown and the 
concordant actions in which she participates that we are lead to the conclusion that Nefertiti’s 
major political and religious roles functioned as a complement to the king’s roles.  
 I think it is possible that the king and queen wear their blue crowns together so frequently 
because, as I suggested in the conclusions of chapter 3, Nefertiti shared such a significant role 
with Akhenaten, and her tall blue crown was an ideological signifier indicating her critical role in 
helping the king maintain his responsibilities as living ruler.  I believe this theory is substantiated 
in the reliefs described above, which clearly display the queen in her larger environment, detailing 
her non-traditional roles when wearing the tall blue crown. 
 
 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
incorporated into queenly iconography.  “The use of the sistrum by the royal women marks the total 
convergence of the queenship with the role of priestess,” (Troy, Queenship, 86). 
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CHAPTER 5: NEFERTITI’S TITLES 
 
 
5:1 Names, titles and epithets 
 
In ancient Egypt an individual’s name and titles were vital aspects of his or her identity.1 
The permanent presence of a name, through carving, helped perpetuate the memory and life of a 
person into eternity, causing the individual “to live.”2  This explains why kings and nobles 
expended so much effort to carve their names on monuments and in tombs. Queen’s titles and 
epithets most often identified her through her relationship with the king, such as: “Great wife of 
the king, his beloved.”3  It is important to note the distinction between what will be classified as a 
name, title or epithet in the discussion below.  A name is the “word or words by which an entity is 
designated and distinguished from others.”4  Whereas a title is an “identifying appellation 
signifying status, honor, distinction, or preeminence attached to a person or family by virtue of 
rank, office, precedent, privilege, attainment, or lands.”5  An epithet is a word or phrase which 
qualifies the associated name or title. Moreover, exhortations, which commonly follow titles and 
epithets, are wishes or prospective statements directed towards the individual.  The word “titulary” 
refers to the combination of one or more of any of the names, titles or epithets of a deity, king or 
queen.  In artistic representations, Nefertiti’s titulary is usually located in front of or in her 
cartouche.  Because of the importance of names in ancient Egyptian culture, it is to our benefit to 
turn to these elements when pursuing questions about power and influence.  Changes in the use 
of names, titles, epithets and exhortations may indicate political or religious transformations.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Pascal Vernus, “Name,” LÅ Vol. 4, 320.  
 
2 Pascal Vernus, “Namensbildung,” LÅ Vol. 4, 334-336. 
 
3 Troy, Queenship, 105-106.	  
	  
4 Merriam-Webster Online Dictionary, Merriam-Webster Online, (2008), http://www.merriam-
webster.com/dictionary/name (accessed November 15, 2010). 
 
5 Ibid., http://www.merriam-webster.com/dictionary/title (accessed November 15, 2010). 
Green lists in her dissertation Queens and Princesses of the Amarna Period that titles: 1) may be used 
alone or without a name to refer to the queen, 2) may appear alone before a queen’s name or before the 
titles of a relationship to the king, or 3) may be used as “standardized expressions” that were “bestowed by 
an official mechanism,” (p. 276-277). 
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It is important to examine how the queen is identified in the texts that accompany the tall 
blue crown because they can be used to track the queen’s rise (or fall) in status and importance 
during Akhenaten’s reign.  Just as with the representational remains, as we observed in the last 
chapter, changes in the appellations applied to the queen may help us understand any changes 
in the queen’s roles that may have occurred along with the appearance of the blue crown.  As I 
will demonstrate below, when the queen’s titles are considered alongside changes in the activities 
of the queen seen in the reliefs, we observe that, at the time of the appearance of the tall blue 
crown, Nefertiti’s titles expand, indicating her more intimate relationship with the Aten.  The titles, 
epithets and exhortations that will be discussed in this chapter were collected through examining 
all instances where Nefertiti is mentioned in the primary publications of the Karnak talatat,6 
Amarna tombs and boundary stelae7 and the Hermopolis talatat.8  Additionally, I will reexamine 
whether the use of Nefertiti’s short name,	  “Nfrt-iti,” and long name, “Nfr-nfrw-itn Nfrt-iti,”	  are valid 
criteria for dating these reliefs, as has been suggested by Redford9 and Samson.10  Following the 
presentation of Nefertiti’s known titulary, I will discuss those titles which specifically appear with 
the tall blue crown. 
 
5:2 Nefertiti’s names and titles  
 
From early in the Amarna Period (ca. 1353 BC), Nefertiti appears as a prominent figure in 
religious and political scenes.11  The religious change that took place during the reign of 
Akhenaten certainly helped to promote Nefertiti’s role compared to earlier queens. When looking 
at images of Nefertiti sitting or standing beside to the king, handing out awards in the window of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Redford and Smith, Akhenaten Temple Project, Volume 1: Initial Findings (United Kingdom: Aris 
& Phillips, 1976). 
 
7 Norman de Garis Davies, The Rock Cut Tombs of El Amarna 6 Vols. (London: Egypt Exploration 
Fund, 1903-08); William J. Murnane and Charles C. Van Siclen III, Boundary Stela of Akhenaten  (Oxford: 
Kegan Paul International, 1993); Martin, The Royal Tomb at Amarna. 
 
8 Roeder, Amarna reliefs aus Hermopolis. 
 
9 Redford and Smith, Akhenaten Temple Project, 80. 
 
10 Julia Samson, “Royal Names in Amarna History: The Historical Development of Nefertiti’s Names 
and Titles,” Chronique d’Égypte 101 (1976), 30. 
 
11 Arnold, Allen and Green, Royal Women of Amarna, xviii.  
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appearances, driving her own chariot, and offering to the Aten on her own or with the king, her 
name and titles are presented, informing us about her religious and political roles.12   
 
KARNAK TALATAT 
 
It is on the Karnak talatat that the earliest known examples of Nefertiti’s titles appear, 
dating to between years one and four of Akhenaten’s reign.13  Because of the fragmentary nature 
and expedient excavation of the blocks, it was difficult for the excavators and conservators to 
determine exactly what the majority of the talatat blocks represent.14  The lack of consistent 
juxtaposition also caused issues with reconstructing blocks in specific scenes, as there are 
several examples of “subsidiary scenes” that display common themes, such as soldiers, priests or 
officials, which do not necessarily have to belong to a specific scene type.15  It should be noted, 
however, that the Akhenaten Temple Project reconstructed a number of significant scenes, 
several of which display the queen offering to the Aten.16   
We find Nefertiti’s titles in two scene types in the Karnak talatat: the Hb-sd, or jubilee, of 
Akhenaten, and offering scenes from various buildings dedicated to the Aten.  Aldred and 
Redford concur that the buildings originally constructed of these blocks were the gm-pA-itn, the 
great Aten temple; the rwd-mnw, a part of the great Aten temple; the tn-mnw, function unknown; 
and the Hwt bnbn, Nefertiti’s private Aten temple.17 It is thought that construction on these 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Not included in this study are Nefertiti’s titles found within the princess’s titularies, since they are 
always consistent. Nefertiti’s titles as they appear in all six princess’ titulary is as follows: sAt nsw n Xt.f mrt.f 
(daughters name) ms n Hmt nsw wrt (and as much as: mrt.f nbt tAwy can be added) Nfrnfrwitn-Nfrt-iti anx.ti Dt 
nHH: “Daughter of king, of his body, whom he loves (name of daughter) born of the great wife of the king 
(whom he loves, Lady of the Two Lands), Neferneferuaten-Nefertiti, may she live forever and ever.” 
 
13 Joslyn Gohary, Akhenaten’s Sed-festival at Karnak (London: Kegan Paul International, 1992), 
27. 
 
14 Ibid.; Aldred, Akhenaten, 81. 
	  
15 Ibid. 
 
16 Redford and Smith, Akhenaten Temple Project, pls. 19, 20 and 31. 
 
17 Ibid., 76-77. 
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monuments began early in the reign of Amunhotep IV (Akhenaten) and ceased in year 5, when 
the court moved to Amarna.18 
Nefertiti’s titles, epithets, and name as well as the exhortations which follow her name, 
are listed below.  Both are given in transliteration and translation.  The translations are my own. 
Nefertiti’s titles as found on the Karnak talatat are: 
TITLE 
 
TRANSLATION 
Hmt nsw wrt Great wife of the king 
nbt tAwy Lady of the Two Lands 
Hnwt Sma mHw Mistress of the north and the south 
rt-pat19 Hereditary Noblewoman 
 
Nefertiti’s epithets as found on the Karnak talatat are: 
 
EPITHET 
 
TRANSLATION 
wrt Hswt Great favorite 
nbt nDmt … [m]rt … Lady of sweetness … love … 
mrt.f His beloved 
 
Nefertiti’s name(s) as found on the Karnak talatat are: 
 
NAME 
 
TRANSLATION 
Nfrt-iti Nefertiti 
Nfr-nfrw-itn-Nfrt-iti	   Neferneferuaten Nefertiti 
 
Nefertiti’s exhortations as found on the Karnak talatat are: 
	  
EXHORTATION 
 
TRANSLATION 
anx.ti Dt nHH May she live forever and ever! 
 
	  
THE BOUNDARY STELAE 
It should be noted that on all the boundary stelae, within the lunette reliefs of the royal 
family which appear above the main text, Nefertiti is consistently identified using only the title Hmt 
nsw wrt mrt.f Nfrnfrw-itn Nfrtiti.20   This title distinctly defines her as the king’s chief wife and ranks 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18 Aldred, Akhenaten, 85. 
 
19 Troy, Queenship, 196.  Feminine equivalent of r-pat. 
 
20 Sometimes the mrt.f is present, sometimes it is not.  This is likely due to space considerations.  
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her status higher than any other royal woman.21 The consistent use of this title above any others 
on the boundary stelae speaks of its importance.  Though the use of this title in the lunette relief 
could be due to spatial concerns, it is more probable that its frequent appearance suggests it is 
Nefertiti’s most important title. It is not often that Nefertiti is mentioned in the text below the 
lunette, in fact in only one instance is she mentioned in the larger text, on Boundary Stela U.  This 
text is rather elaborate and mentions some of her religious and political epithets.  Therefore, the 
table below displays only the titles and epithets on Boundary Stela U, because on all other stelae, 
we only see Hmt nsw wrt mrt.f Nfrnfrw-itn Nfrtiti. 
Nefertiti’s titles as found on Boundary Stela U:22 
TITLE 
 
TRANSLATION 
Hmt nsw wrt Great wife of the king 
nbt tAwy Lady of the Two Lands 
aAt m aH Great one in the palace 
Hnt Sma mHw Mistress of the north and the south 
rt-pat Hereditary Noblewoman 
 
Nefertiti’s epithets found on the Boundary Stela U: 
 
EPITHET 
 
TRANSLATION 
nfrt Hr  Beautiful of face 
nbt rSwt Lady of joy 
Xnmt Hswt One who is endowed with praises 
Haa.tw n sDm xrw.s One rejoices at hearing her voice 
mrt.f His beloved 
ant m Swty One who is pleasing with the two feathers23 
 
Nefertiti’s name(s) found on the Boundary Stela: 
 
NAME 
 
TRANSLATION 
Nfr-nfrw-itn-Nfrt-iti Neferneferuaten Nefertiti 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Troy, Queenship, 108 and 114.  The only exception to this would be the king’s mother; mwt nsw.  
However, during Akhenaten’s reign Nefertiti takes precedence over Akhenaten’s mother, Tiye.  
 
22 With the exception of	  Hmt nsw wrt mrt.f, all of these titles are found in the text of Boundary Stela U 
(Murnane and Van Siclen III, Boundary Stelae, pl. 28). 
 
23 The Swty feathers are two large plumes, perhaps stylized falcon feathers.  The significance of the 
Swty in the Amarna period refers to the symbolism of the “two feathers as the two horizons between which 
the renewal of the sun takes place,” (Troy, Queenship, 126-7).  The queen wears the Hathoric crown on this 
stela.   
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Nefertiti’s exhortation(s) found on Boundary Stela U: 
	  
EXHORTATION 
 
TRANSLATION 
anx.ti snb.ti rnpi.ti	   May she live, be healthy and be young!	  
 
NOBLES’ TOMBS AT AMARNA 
The tombs of the nobles contain the largest number and the greatest variety of Nefertiti’s 
titles.  A total of eleven courtiers’ tombs are examined in this study: Meryra, Panehesy, Meryra II, 
Huya, Ahmes, Mahu, Apy, Ay, Tutu, Parennefer and Tomb 22.  Scenes in these tombs display 
the queen in company with the king in principal roles, such as driving her own chariot, offering to 
the Aten and rewarding officials with shebyu collars of honor.   
Nefertiti’s titles as found in the nobles’ are: 
TITLE 
 
TRANSLATION 
Hmt nsw wrt Great wife of the king 
nbt tAwy Lady of the Two Lands 
Hnwt Sma mHw Mistress of the north and the south 
rt-pat Hereditary Noblewoman 
nbt imAt Lady of the Imat scepter 
Hnwt Hmwt nbwt Mistress of all the women 
Hmt nsw aAt Great wife of the king 
 
Nefertiti’s epithets found in the nobles’ tombs: 
 
EPITHET 
 
wrt Hswt 
TRANSLATION 
 
Great favorite 
nbt nDmt mrt Lady of sweetness and love 
Haa.tw n sDm xrw.s One rejoices at hearing her voice 
ant m Swty One who is pleasing with the two feathers 
iat ib n nsw m pr.f One who gladdens the heart of the king in his 
house 
hry Hr Ddwt nbwt Pleasing with regards to all words 
Dd.s x[t] nb[t] irr.tw [n].s All things she says are done for her 
wbn pA itn r rdit n.st Hswt Htp.f r qAb […] mrwt.s The one for whom the Aten rises in order to 
give her praise, he sets to repeat her love 
Xnmt nfrw.s She who is united with beauty 
sHtp pA itn m xrw nDm m nAy.s Drty nw Xr sSSwt Who pacifies the Aten with a sweet voice and 
her hands carrying the sistra 
	  
Nefertiti’s name(s) found in the nobles’ tombs are: 
 
NAME 
 
TRANSLATION 
Nfr-nfrw-itn-Nfrt-iti Neferneferuaten Nefertiti 
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Nefertiti’s exhortations found in the nobles’ tombs are:	  
	  
EXHORTATION 
 
TRANSLATION 
anx.ti Dt nHH	   May she live forever and ever!	  
anx.ti snb.ti rnpi.ti	   May she live, be healthy and be young!	  
 
THE ROYAL TOMB  
In the royal tomb the majority of the queen’s titles are the same as those found in the 
nobles’ tombs with the exception of “one who is pure of hands,” which does not occur elsewhere 
at Amarna. 
Nefertiti’s titles found in the royal tomb at Amarna are: 
TITLE 
 
TRANSLATION 
Hmt nsw wrt Great wife of the king 
nbt tAwy Lady of the Two Lands 
rt-pat Hereditary Noblewoman 
Hnwt Hmwt nbwt Mistress of all the women 
 
Nefertiti’s epithets found in the royal tomb are: 
 
EPITHET TRANSLATION 
 
sHtp […] [Who] pacifies […] 
wab awy One who is pure of hands 
mrt.f His beloved 
	  
Nefertiti’s name(s) found in the royal tomb are: 
 
NAME 
 
TRANSLATION 
Nfr-nfrw-itn-Nfrt-iti Neferneferuaten Nefertiti 
	  	  
Nefertiti’s exhortations found in the royal tomb are: 
	  
EXHORTATION 
 
TRANSLATION 
anx.ti Dt nHH	   May she live forever and ever	  
anx.ti rnpi.ti Dt r nHH	   May she live and be young forever and ever	  
 
HERMOPOLIS TALATAT 
The last body of evidence is found on the Hermopolis talatat, which date to the later 
years of the Amarna Period (ca. 1342-40 BC), approximately years ten through twelve of 
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Akhenaten’s reign.24  The depictions of the royal family on these blocks conform to the artistic 
style found in the nobles’ tombs at Amarna.  Aldred suggests that these talatat come from the 
royal palace or temples at Amarna.25 Redford has proposed that the Hermopolis talatat came 
from specific buildings at Amarna: the pr-Hay of Ankhesenpaaten and the pr of Meretaten.  He 
states that the decoration of these talatat occurred immediately before Akhenaten’s death, or 
during Smenkhkare’s brief rule.26  Due to the fragmentary nature of these talatat, I have only been 
able to find instances of Nefertiti’s titles in the genealogy of her daughters.  This means that 
rather than the queen being identified as herself, she is only being mentioned in texts as the 
mother of the daughters of Akhenaten.  This could be due to the fact that she had died, fell out of 
power, or became coregent under the guise of Smenkhkara.  No definitive answer for this 
phenomenon can be determined at this time.  More talatat need to be discovered and analyzed to 
see if this lack in identifying the queen in text is true or an artifact of chance.  This does not mean, 
however, that the queen does not appear on the Hermopolis talatat.  There are a few fragmentary 
examples of Nefertiti wearing the tall blue crown.   
Nefertiti’s titles as found on the Hermopolis talatat in the titulary of her daughters are: 
TITLE 
 
TRANSLATION 
Hmt nswt wrt  Great wife of the king  
nbt tAwy Lady of the Two Lands 
 
Nefertiti’s name(s) found on the Hermopolis talatat are: 
 
NAME 
 
TRANSLATION 
Nfr-nfrw-itn-Nfrt-iti Neferneferuaten Nefertiti 
	  
Nefertiti’s epithet(s) found on the Hermopolis talatat are: 
	  
EPITHET TRANSLATION 
 
mrt.f His beloved 
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 Arnold, Royal Women, XVIII. 
	  
25 Aldred, Akhenaten, 86. 
	  
26 Redford and Smith, Akhenaten Temple Project, 89. 
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Nefertiti’s exhortations found on the Hermopolis talatat are: 
	  
EXHORTATION 
 
TRANSLATION 
anx.ti Dt nHH May she live forever and ever! 
	  
5:3 Nefertiti’s titles and the tall blue crown 
 The corpus of titles listed above is based on depictions of queen Nefertiti in relief 
sculpture, including scenes that depict her wearing a crown other than the tall blue crown. In this 
section I will identify those titles which accompany depictions of the queen wearing the tall blue 
crown.  It needs to be noted that the tall blue crown does not appear on the Karnak talatat.27  
However, several of the titles seen at Karnak continued to be used at Amarna and appear with 
the tall blue crown.  Although, due to the very fragmentary nature of the Hermopolis talatat, 
Nefertiti’s titularly is found only within her daughter’s genealogies, there are some fragments 
which include both text and Nefertiti’s tall blue crown.28 
Nefertiti’s titles that occur with the tall blue crown at Amarna and Hermopolis:29 
TITLE 
 
TRANSLATION 
Hmt nsw wrt Great wife of the king 
nbt tAwy Lady of the Two Lands 
rt-pat Hereditary Noblewoman 
Hnwt Hmwt nbwt Mistress of all the women 
Hmt nsw aAt Great wife of the king 
nbt imAt Lady of the Imat scepter 
 
Nefertiti’s epithets found with the tall blue crown are: 
 
EPITHET TRANSLATION 
 
sHtp […] [Who] pacifies […] 
wab awy One who is pure of hands 
nbt nDmt mrt Lady of sweetness and love 
ant m Swty One who is pleasing with the two feathers 
wbn pA itn r rdit n.st Hswt Htp.f r qAb […] mrwt.s The one for whom the Aten rises in order to 
give her praise, he sets to repeat her love 
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 Green, Queens and Princesses, 246. 
 
28 One of the best preserved examples is found on Tafel 3 in Roeder Von Gunther, Amarna reliefs 
aus Hermopolis: Ausgrabungen der Deutschen Hermopolis-Expedition in Hermopolis 1929-1939, Band II 
(Hildesheim: Pelizaeus-Museum zu Hildesheim, 1969). 
 
29 Scenes on which the tall blue crown is not preserved are not included in this list.  
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Nefertiti’s name(s) found with the tall blue crown are: 
 
NAME 
 
TRANSLATION 
Nfr-nfrw-itn-Nfrt-iti Neferneferuaten Nefertiti 
 
Nefertiti’s exhortations found with the tall blue crown are: 
	  
EXHORTATION 
 
TRANSLATION 
anx.ti Dt nHH	   May she live forever and ever	  
anx.ti rnpi.ti Dt r nHH	   May she live and be young forever and ever	  
 
 
5:4 How titles relate to scene type/action in scene  
Titles such as Hmt nsw wrt, with or without the accompanying epithet mrt,f, and nbt tAwy 
appear in nearly every scene that incorporates the queen, and do not correspond with specific 
activities.  Rt-pat is the next most common title, occurring in religious, political and private 
contexts.  Because of this, we can deduce that these titles were standard when depicting the 
queen and therefore cannot be used when attempting to track the evolution of Nefertiti’s roles.  
When other titles are reviewed, few definitive patterns arise. @nwt Sma mHw occurs three times in 
political and religious contexts, but not private scenes.  This may indicate the queen’s political 
parity with the king.  The remaining titles occur only once or twice in the aforementioned reliefs 
and are too rare to support useful conclusions. It should be noted that all of Nefertiti’s titles 
appear in offering scenes.  
Epithets exhibit more variation but, other than the standard mrt.f, are often encountered 
only once.  However, meanings of some appear to correlate well with usage. Some which relate 
to religion, such as sHtp pA itn m xrw nDm m nAy.s Drty nw Xr sSSwt, ant m Swty, wbn pA itn r rdit n.st Hswt 
Htp.f r qAb […] mrwt.s, and wab awy appear in offering scenes and nbt nDmt mrt occurs in private 
contexts.  Of the two exhortations, anx.ti Dt nHH is ubiquitous.  Interestingly, the longer version is 
found exclusively in religious contexts (offering scenes and the Hymn to the Aten) and, as 
mentioned above, occurs only at Amarna. 
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5:5 Dating based on titles, epithets and exhortations 
 The titles utilized by Nefertiti at Karnak continued to be utilized by the queen in every 
scene type.  These titles are also all shared with her 18th dynasty predecessors, such as Ahmose 
Nefertari, Hatshepsut, and Nefertiti’s mother-in-law, queen Tiye.30 This suggests that these were 
standard titles utilized by most of Egypt’s queens.  It is after year six of Akhenaten’s reign and the 
move to Amarna that we see Nefertiti acquiring more elaborate titles.  
 Nefertiti’s titles and epithets from Amarna, such as Xnmt nfrw.s, “She who is united with 
beauty,” and the exhortation anx.ti snb.ti rnpi.ti,	  “May she live, be healthy and be young!,” I believe 
are meant to underline her image of a young and beautiful, fertile woman, capable of producing 
healthy offspring for the king.31  When worshipping the Aten, the queen offers food, holds 
flaming/smoking bowls of incense or even displays scepters, indicated by her title nbt imAt, “Lady 
of the Imat-scepter,” used to sanctify offerings.32  In political scenes, she stands in the window of 
appearances next to the king, helping him in rewarding the official below, and on occasion she 
gives the reward herself.  Nefertiti is always depicted alongside the king, playing the role as the 
female counterpart to his actions, as a feminine aspect to his masculinity in religious ideology.	  
Several scenes in the nobles’ tombs display titles and epithets unique to Nefertiti, 
appearing only once in the entire corpus of her titles.  One very significant aspect to these one-
time-use titles and epithets is that they are all exclusive to Nefertiti, with the exceptions of nbt 
rSwt, “Lady of joy,” which was also utilized by queen Tiye, and Hmt nsw aAt, “Great wife of the king,” 
which was unique to Nefertiti until it was used again in the 25th dynasty by Tabiry, wife of Piye.33 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Troy, Queenship, 163-166. 
 
31 Even though Egyptologists are unsure if Nefertiti produced a son, it is obvious Nefertiti was a 
woman capable of producing healthy children.   
 
32 Geoffrey Graham, “Insignias” in: The Encyclopedia of Ancient Egypt (Oxford: Oxford University 
Press, 2001), 165-166.  The	  imAt (sometimes spelled iAm) scepter is a feminine synonym for a sxm scepter, 
which is different in shape with a short handle and can look like a sistrum, often with a Hathor head motif at 
the base.  It is also called	  Hts	  (“finish”),	  iAm	  (“graciousness”), or	  Xkr	  (“ornament”). Nefertiti always carries a 
scepter that looks identical to the sxm.  Therefore, at Amarna, it seems that the word imAt is referring to the 
artistic representation of a sxm scepter. I believe this is an expression of her power and equality to 
Akhenaten when offering to and consecrating offerings for the Aten.  
 
33 Troy, Queenship, 166 and 176.  
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Initially, I thought that inheritance of nbt rSwt by Nefertiti from Tiye could be attributed to a role that 
Nefertiti filled after Tiye died. However, there is no instance of Tiye using this title at Amarna, and 
so, is not useful for dating.34  
Depictions of Nefertiti are often accompanied by the traditional exhortation anx.ti Dt nHH, 
“May she live forever and ever!,” which emphasizes her life. However, two additional 
exhortations, snb.ti rnpi.ti, “May she be healthy! May she be young!,” were added after the move 
to Amarna. These exhortations first appear in the nobles’ tombs at Amarna, in the tomb of Ay in 
the Hymn to the Aten, and appear later between years ten and twelve, in offering scenes in the 
royal tomb at Amarna.  After year eight Nefertiti would have already given birth to at least three 
daughters;35 been uprooted from Thebes, moved, and oversaw the process of constructing a new 
city, all the while assisting in the religious revolution that was Akhenaten’s vision. Therefore, “May 
she be healthy and be young!” may have been added in the latter part of the reign to counteract 
her aging, making this wish necessary for her to actually be young and, especially, healthy.  
Another possibility for these added exhortations is that it could suggest she became ill, potentially 
adding credence to the theory of her sudden disappearance.36 
 
5:6 Dating from name variations  
 
The various uses of Nefertiti’s short and long name on the Karnak talatat is the subject of 
much debate.  Redford believes the variation is determined by space, stating: “the choice of one 
[name] over the other often depends on available space, as for example on the pillars, where in 
the smaller scale vignettes of each [side] only the short form is used where on the three other 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
34 This could be due to the fact that she was wife of Amenhotep III and because he was no longer 
living, this title was no longer appropriate for her to have.  
 
35 Davies, Amarna Part III, 6. 
	  
36 Even thought snb.ti is a common epithet and wish to follow a person’s name, I believe its sudden 
appearance speaks about a change in the queen.  This epithet could have been used at Karnak, or 
consistently after Nefertiti’s name change, but it was not.   
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sides enough space was found for the long form.”37 But if this were the case, why wouldn’t the 
short name have been used at Amarna, too?   
Samson believes Nefertiti’s varied use of her long and short names are based on what 
the queen is doing: “Nefertiti’s long name appears most often in scenes where she is officiating 
with pharaonic authority in relation to the state god.”38  Redford favors the short name in nearly all 
of his reconstructions, even those in the Hwt bnbn, so if Samson is correct, then a large body of 
Redford’s reconstructions need to be reworked.  However scenes from the Hwt bnbn preserve 
examples of Nefertiti’s short name.39  Since it is known that the Hwt bnbn was used for Nefertiti’s 
exclusive worship of the Aten it can be assured that her authority was presented at its greatest on 
this temple, and thus dismisses Samson’s hypothesis.  Moreover, Samson’s theory cannot be 
applied to Amarna because only Nefertiti’s long name appears there.  
 The evidence presented by Gohary suggests that Nefertiti’s titles, much like Akhenaten’s, 
would be in their earliest form on scenes of the Hb-sd.40  This is true, as Nefertiti’s name on the 
Karnak Hb-sd scenes only display Nefertiti’s short name.41 I propose that in some cases the 
variation of Nefertiti’s names on the Karnak talatat may be due to space considerations, but by 
and large it is an indication of Nefertiti’s name change after year four/five.  This can be 
determined from scenes dating to the Karnak Hb-sd and those that appear after the jubilee. 
Scenes that do not pertain to the Hb-sd begin to utilize her long name, such as offering scenes 
from the Hwt bnbn. Therefore, I agree with Gohary in that Nefertiti’s long name corresponds to the 
point immediately after the first Hb-sd, simultaneously with Amenhotep IV’s name change to 
Akhenaten.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
37 Redford and Smith, Akhenaten Temple Project, 80. 
 
38 Samson, “Names in Amarna History,” 30. 
 
39 Redford and Smith, Akhenaten Temple Project, pl. 23, 29.  
 
40 Gohary, Akhenaten’s Hb-sd, 41.	  
	   	  
41 We must remember that the Hb-sd scenes on the Karnak talatat are the first representations of 
Nefertiti.  
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5:7 Epithets that do not occur with the tall blue crown 
 When examining the epithets that accompany the tall blue crown, we notice that all of the 
aforementioned epithets, with the exception of four, appear with the tall blue crown. 
Nefertiti’s epithets that do not occur with the tall blue crown: 
EPITHET 
 
TRANSLATION 
Xnmt nfrw.s Endowed42 with her beauty 
aAt m aH Great one in the palace 
nbt rSwt Lady of joy 
Haa.tw n sDm xrw.s One rejoices at hearing her voice 
 
 
All of these epithets appear within texts, either in Hymns to the Aten or on boundary 
stelae, and not artistic representations of the queen and/or her family.  When glancing at these 
epithets the first observation is that they all describe unique aspects of the queen, either referring 
to physical appearance (Xnmt nfrw.s, “Endowed with her beauty”) or her personality (nbt rSwt, 
“Lady of joy”).  The reason why such epithets would not be included in artistic scenes is not 
entirely clear.  It is possible that the queen’s more elaborate and formal religious titles and 
epithets were reserved for, and took precedence in, religious scenes. Likewise, political titles 
would take priority in political scenes. Perhaps these epithets were not deemed appropriate for 
offering or window of appearance settings. 
 
5:8 Conclusions 
 
 Numbering over twenty, Nefertiti’s broad compendium of titles is one of the largest of any 
Egyptian queen.43  By looking at these titles, we can begin to ascertain Nefertiti’s role as an 
individual and track her influence throughout Akhenaten’s reign.  Looking beyond the standard 
Hmt nsw wrt, the evolution of specific titles speaks of the growing importance, as well as 
expanding roles, of the queen.  Upon examining the changes in the reliefs and texts at Karnak 
and those at Amarna, we witness the queen’s status rise from years four to ten.  This is conveyed 
through an increasing variety of titles. The general patterns we see here are: the frequent 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
42 Faulkner, Dictionary, 202. 
 
43 Green, Queens and Princesses, 355. 
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appearance of epithets referring to the queen’s beauty (such as Hmt nfrw.s), and epithets that 
speak of the queen’s cultic roles (sHtp pA itn m xrw nDm m nAy.s Drty nw Xr sSSwt).44 Epithets relating 
to religion, such as sHtp pA itn m xrw nDm m nAy.s Drty nw Xr sSSwt, appear in offering scenes, and 
titles that reflect her political status, such as Hnwt Sma mHw, appear in public appearance scenes 
such as the window of appearances and riding in a chariot.  In offering scenes her political titles 
reflect her relationship with the Aten and Akhenaten as symbolizing the divine Heliopolitan triad.  
All of Nefertiti’s titles and epithets appear with the tall blue crown, except for four.  These four 
epithets encompass the queen’s persona and do not explicitly discuss her religious or political 
roles.  This reinforces that Nefertiti’s titles were not selected at random and that certain titles were 
appropriate for specific scenes (i.e. religious titles appear in offering scenes).  
It appears that the Karnak talatat utilize standard titles and epithets, which simply define 
Nefertiti as a queen (as is the case with the titles of other great royal wives of the 18th dynasty).  
Space concerns were probably a factor in the favoring of the queen’s short name at Karnak.  
Even so, I am of the opinion that the appearance of the queen’s long name on the Karnak talatat 
can be utilized as a chronological marker, because her long name appears immediately after 
Akhenaten’s Hb-sd, between year two and six, and probably corresponds with Akhenaten’s name 
change.  The concordant change of the king’s and queen’s names pertain not only to the religious 
change, but the change in the queen’s status.45  The nobles’ tombs at Amarna display the most 
variations of titles and epithets, and include several that are unique to Nefertiti.  These titles 
appear only once in the corpus of her titles. There, the addition of the exhortation snb.ti rnpi.ti 
suggests, to me, a concern for, or an acknowledgment of her aging or failing health as it appears 
only after Akhenaten’s eight year.  
The study of various titles, epithets and exhortations for Nefertiti gives little evidence for 
dating Nefertiti’s tall blue crown.  We do see that the number and variety of Nefertiti’s titles and 
epithets expands significantly after the move to Amarna and her acquisition of the tall blue crown.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44 Ibid., 356. 
	  
45 Samson, “Names in Amarna History,” 35. She also states that the adoption of Nefertiti’s name in 
double cartouches mimics the king’s. 
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As mentioned above, Nefertiti’s titles were not applied at random, and certain titles were deemed 
appropriate for specific scene types (i.e. religious titles appear in offering scenes). The 
appearance of Nefertiti’s more detailed religious titles along with the development of the tall blue 
crown after the move to Amarna demonstrates her changing role from queen as king’s wife to 
queen as Tefnut, partner of the king. Wearing the tall blue crown, she was able to personify the 
goddess and play out her essential roles with Akhenaten (as Shu) and the Aten.  This step away 
from more traditional queenly roles required more complex religious titles, illuminating and 
perpetuating her closer relationship with the god. 
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CHAPTER 6: CONCLUSIONS 
 
 
Having come into power at an opportune time in the New Kingdom, when queens were 
more powerful compared to their predecessors, Nefertiti is a queen whose presence was felt 
throughout Akhenaten’s reign, until her sudden disappearance after year fourteen. Queen’s 
crowns before the New Kingdom mostly consisted of the vulture cap (Figure 4) and the modius 
(Figure 13). These two crowns were elaborated in the mid-18th dynasty when queens and 
princesses, as the God’s Wives of Amun, utilized plumes and sun discs as embellishments on the 
modius, and Tiye took the Hathoric crown as her own.   
This study has shown that Nefertiti’s tall blue crown may have been influenced by a 
combination of royal and divine crowns, including the king’s xprS crown.1 However, I believe that 
the tall blue crown was most influenced by the tall conical crown worn by queen Tiye in the form 
of a sphinx on a temple dedicated to her in Sedinga, Nubia (Figure 11).  The choice of this 
specific crown was dictated by the need of the new Atenist theology to develop a strong visual 
signifier for the link between the queen and the goddess Tefnut, and as such, one of the rwty 
lions.  This connection relates the queen to Tefnut’s protective role as a lioness, as the 
aggressive daughter of Re, and as his Eye.  Associating the queen with the goddess in her 
protective and aggressive leonine aspect paralleled Nefertiti’s duty to guard the Aten, as the rwty 
lions protect the rising sun.  This called for a new iconography of queenship in the Amarna period 
and is ultimately the reason why Nefertiti had to seek out a distinctive crown. 
The way in which Tiye is depicted on the Sedinga lintel, as two sphinxes, facing inward, 
calls to mind felines that flank the top of lintels and stelae in the New Kingdom (Figures 25 and 
26), and also sphinxes that guard broken lintels above doorways (Figure 23).  These felines were 
believed to be apotropaic,2 and functioned to protect the architectural structures upon which they 
appear, which is also the presumed function of the Tiye sphinxes at Sedinga.  The specific use of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 See chapter 3, sections 5-8. 
 
2 Diana Wolfe Larkin, The Broken-Lintel Doorway of Ancient Egypt and its Decoration (PhD 
Dissertation, New York University, 1994), 170.	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domestic cats on lintels and stelae seems to point directly to the daughters of Re and also the 
various stories about his ‘Eye,’ including Tefnut’s fleeing to Nubia.3   
When discussing feline guardians, the rwty lions are also significant figures in Egyptian 
belief and solar iconography. These two lions, which flank the sun as it travels on its journey over 
the horizon and into the sky (Figure 24), are sometimes associated with the primeval twins Shu 
and Tefnut in the Coffin Texts4 and the Pyramid Texts.5  Most often these deities are referred to 
as simply the primeval ones, but Utterance 301 of the Pyramid Texts explicitly links Shu and 
Tefnut to the rwty lions, stating: “O Atum together with the Two Lions who have created 
themselves, their double divinity for themselves.  This is Shu and Tefnut, the two who made the 
gods, begat the gods, established the gods.”6  An even more convincing example comes from a 
Ptolemaic text from a statue from Koptos where the word rwty is written with the Shu and Tefnut 
determinatives,7 explicitly linking the gods to the rwty lions. This association was perhaps 
established because the primeval twins as air and moisture formed the space between the sky 
and earth, and welcomed the newly rising sun each morning.  Following a theory put forth by 
Aldred8 regarding Nefertiti’s tall blue crown being that of Tefnut as a sphinx, I came to the 
conclusion that Tiye is represented as Tefnut in her sphinx depictions at Sedinga due to the 
temple’s location in Nubia, and the appearance of Tefnut in stories about the eye of Re, where 
the goddess flees to Nubia as a lioness.9  It is in the parallels between Tiye’s representation as a 
protective feline flanking temple architecture, like the rwty that flank the sun, sphinxes that flank 
broken lintels, and cats that flank stelae, as well as the association between the rwty lions and the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  Verhoeven, “Tefnut,” 298-299. 
	  
4 Faulkner, Coffin Texts Volume II, 144. 
 
5 Piankoff, Pyramid of Unas, 53. 
 
6 Ibid.  
 
7 Sethe, Urkunden der Greichisch-Romischen, 63. 
	  
8 Aldred, Akhenaten, 225. 
 
9 Anthony Spalinger, “The Destruction of Mankind: A Transitional Literary Text,” SAK 28 (2000), p. 
262 and 265; Stephanie West, “The Greek Version of the Legend of Tefnut,” JEA 55 (1969), 162. 
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primeval twins, Shu and Tefnut, where I see reason for Nefertiti’s choice to utilize Tiye’s Sedinga 
crown as a model for her tall blue crown.  
The aggressive characteristics of the sphinx, as well as the hostile aspects of Tefnut in 
stories about her role as the eye of Re,10 could support the idea that the Nefertiti was utilizing this 
crown to support a more authoritative role for the queen. It is this crown, after all, that we see her 
wearing when smiting a female enemy on a talatat block from Hermopolis (Figure 64).  Thus we 
see Nefertiti (Tefnut) as the protective and aggressive partner to Akhenaten (Shu) when she 
smites the female enemies of Egypt.   
One must ask, is there additional evidence beyond what has been discussed above 
which indicates that Nefertiti’s crown became the identified crown of Tefnut in the Amarna period?  
The evidence for the answer to this question comes from a scene in the tomb of Apy at Amarna 
(Figure 46), where the king and queen offer to the Aten.  The king holds cartouches of the Aten 
flanked by standing images of Shu (identified by his feathered headdress, Figure 47), and 
Nefertiti offers cartouches of the Aten, positioned next to a squatting female figure, wearing a 
crown of the same silhouette as the tall blue crown.  I propose that this representation supports 
the theory that the tall blue crown was explicitly intended to represent Tefnut, and moreover, it 
substantiates the theory that Nefertiti was seen as the goddess, especially when wearing her tall 
blue crown. 
The color and surface texture of the tall blue crown seems to have been influenced by the 
king’s xprS crown.  When comparing the tall blue crown to the king’s xprS crown, and the 
associated actions of Nefertiti and Akhenaten, we see a definite pattern of the queen mimicking 
the king’s actions, and participating in cultic and political roles that are not traditionally associated 
with queens, such as giving awards in the window of appearances. From this we can ascertain 
that Nefertiti was Akhenaten’s equal partner in their new theology, and that the queen’s tall blue 
crown helped to signal this parity with the king. 
This parity is displayed throughout the site of Amarna.  We see the tall blue crown on the 
boundary stelae, and within nobles’ tombs and the royal tomb.  The tall blue crown does not 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 Verhoeven, “Tefnut,” 300. 
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appear at Karnak.11  When looking at this body of evidence chronologically, it seems that the 
queen had a variety of crowns in the early years at Amarna.  The tall blue crown first appears 
after the move to Amarna in year five, and most certainly by the time of the later proclamations on 
the boundary stelae in about year eight.12  It became the crown most frequently worn by Nefertiti.  
The art of the Amarna period underwent considerable change during the reign of Akhenaten and 
style can be used to date reliefs.  The Early phase of Amarna art, which continued as late as year 
nine,13 is characterized by the more extreme figural forms, when the queen was playing the role 
of Hathor and wears crowns with Hathoric elements. The Late phase is more naturalistic, may 
appear as early as year 8, and reached it fullest expression by year 12.14 Evidence for the later 
appearance of the tall blue crown is the fact that it only rarely occurs in reliefs in the early Amarna 
style, and that it is common in the later style, when there is a softening of the features of the royal 
family.  It seems that the appearance of the tall blue crown signifies a shift in the queen’s role as 
she more fully takes on the personification of Tefnut and leaves that of Hathor behind.  
Reinforced by the discovery of Hathoric elements originally carved underneath the tall blue crown 
in Room alpha, wall A of the royal tomb, it is accurate to say that the Hathoric crown was 
completely replaced by the tall blue crown. 
The reliefs studied in this thesis show that at Amarna, the tall blue crown does not appear 
alone – meaning without tall plumes, ram horns or a sun disc – until the nobles’ tombs, post year 
eight.15  The removal of these elements may mark the queen’s transformation to Tefnut and thus, 
her expanding role as a guardian of the sun, and as a rwty lion.  Examining the queens titles and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Redford and Smith, Akhenaten Temple Project, 18.   Nefertiti wears the Hathoric crown and 
various wigs at Karnak. 
 
12 The two preserved examples of Nefertiti wearing the tall blue crown occur on boundary stelae Q 
and R, which are in the later group. 
 
13 Aldred, Akhenaten and Nefertiti, 56. 
 
14 Ibid., 61-62. 
 
15 Aldred (Akhenaten and Nefertiti [New York: The Brooklyn Museum, 1973], 56) dates two talatat 
blocks of Nefertiti smiting and the queen’s barge from Hermopolis that display the tall plumed crown to the 
“middle period” of Akhenaten’s reign, approximately between years 6 and 9 (Aldred, 61, 133, 135). 
Generally, the Hermopolis talatat are assumed by scholars to be from later parts of the reign, specifically 
Redford, who suggests the blocks from Hermopolis came from palaces of the princesses (Redford and 
Smith, Akhenaten Temple Project, 89). 	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epithets alongside the chronology of these crowns, we see that the corpus of her titles expands 
after the appearance of the tall blue crown as it is displayed on the Berlin bust (Figure 1).  This 
suggests that the presentation of the queen’s titles, epithets and the tall blue crown were not 
haphazard, and that the titles and the crown work together to convey a message of her status. On 
a more human level, the addition of the exhortation snb.ti rnpi.ti: “May she be healthy and be 
young!” which appears in later dated tombs, suggests the queen’s advancing age, perhaps 
hinting she was unwell, which could have ultimately caused her disappearance from art and text. 
 As my study has demonstrated, the tall blue crown appears most consistently beside the 
king’s xprS crown, and that the tall blue crown’s origins probably lie in Tiye’s sphinx crown, which 
links Nefertiti with the rwty, and the goddess Tefnut.  Feline creatures with protective solar 
connotations (such as cats above lintels and votive stelae and sphinxes such as Tiye at Sedinga 
or Akhenaten on broken lintels at Amarna), lead us to look to the rwty, who are sometimes 
identified as Shu and Tefnut.  It has been established that both the rwty lions and the primeval 
twins function to protect the sun. This association between the primeval twins and the guardian 
lions points directly to the notion that Akhenaten and Nefertiti were seen as personifications of 
Shu and Tefnut.  As an emblem of the guardian aspect of the rwty and ultimately, Tefnut as a 
rwty, Nefertiti adopted a crown that spoke of her roles with Akhenaten as both a guardian, and 
child, of the Aten. 
If a controversial suggestion made by Harris is correct, the association of Nefertiti to 
Tefnut may come from early Amarna religious reformation.16  He proposed that the “nude” 
colossal statue usually attributed to Akhenaten was actually Nefertiti in the form of Tefnut, just as 
the colossal statues of Akhenaten represented Atum and Shu.  Unfortunately, theses statuses are 
so badly damaged that the crown is not identifiable.   
The analysis of artistic remains from Amarna, augmented by key pieces from Karnak and 
Hermopolis, has allowed us to view the tall blue crown in its larger context, informing us of the 
cultic and political situations where its presence was necessary.  In these situations the queen 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 J.R. Harris, “Akhenaten or Nefertiti,” AO 38 (1977), 5-10. 
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wore the tall blue crown as a manifestation of Tefnut and a rwty.  With Akhenaten, her counterpart 
as Shu and also a rwty, the two functioned together serving the Aten, performing necessary 
rituals involving worshiping the god and handing out awards in the window of appearances.  The 
tall blue crown is worn in all scene types: religious, private and political.  When the queen wears 
this crown she mimics the king’s actions, standing at his side, her body posed like his, often 
holding the same object or ritual implement, or a complimentary object or implement.  This 
“mirroring” emphasizes Nefertiti’s complementary role to the king maintaining his mortal roles, 
stating that her presence was necessary to help the king carry out his duties as ruler.17  Forever 
leaving her trademark upon the monuments of the Amarna period, queen Nefertiti wore a crown 
all her own.  She acted as a necessary player in Amarna religion and politics; she was a woman 
who stood confidently next to her husband, equally illustrious underneath the sun’s rays, and 
venerated by her people.    
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Rita Freed (Pharaohs of the Sun: Akhenaten, Nefertiti and Tutankhamun [Boston: Museum of 
Fine Arts, 1999]) has suggested the colossi statues from the gm-pA-itn at Karnak  “with feather crowns (at 
least four) evoke Shu, [while] those with tall crowns recall Tefnut, Shu’s female twin,” (Freed, 113).  This 
idea stems from Harris’ conclusion that the nude colossus from this same temple is not Akhenaten, but 
Nefertiti.  Freed further says: “Thus the courtyard sculptures may have featured the triad of the sun god and 
his diving offspring – Atum, Shu and Tefnut – representing Amenhotep III, Amenhotep IV and Nefertiti, 
respectively,” (Ibid.). 
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Figure 1: Limestone bust of Nefertiti, from Amarna 
Ägyptisches Museum, Berlin, 21300 
Dorothea Arnold, James P. Allen and Lyn Green, Royal Women of Amarna, Images of Beauty 
from Ancient Egypt (New York: The Metropolitan Museum of Art, 1996), fig. 60. 
 
 
 
 
Figure 2: Amun and queen Ahmose, the conception of Hatshepsut, part of the sequence of 
“divine birth” scenes at Hatshepsut’s mortuary temple at Dier el Bahri, Birth Colonnade 
Edouard Naville, Temple of Dier el Bahri, Part II (London: Egypt Exploration Fund, 1896) pl. 
XLVII. 
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Figure 3: Akhenaten and Nefertiti offering to the Aten, from Amarna 
Egyptian Museum, Cairo 
Cyril Aldred, Akhenaten: King of Egypt (London: Thames & Hudson, 1992), fig. 8. 
 
 
 
 
Figure 4: Queen Senseneb wearing the vulture headdress, from the Chapel of Thutmosis I at 
Dier el Bahri 
Hatshepsut from Queen to Pharaoh, ed. Catharine H. Roehrig (New York: Metropolitan Museum 
of Art, 2006), fig. 1. 
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Figure 5: Nefertiti wearing a uraeus on the brow of her tall blue crown from the tomb of Mahu at 
Amarna 
Norman de Garis Davies, The Rock Cut Tombs of El Amarna, Part IV, Tombs of Penthu, Mahu 
and others (London: Egypt Exploration Society, 1905), pl. XV. 
 
 
 
 
Figure 6: Ahmose Nefertari and Amenhotep I from Tomb 20, from Qurna 
K.R. Lepsius, Denkmaeler aus Aegypten und Aethiopien Band V (Genève: Éditions de Belles-
Lettres, 1972), Abth. III Bl. 199.  
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Figure 7: Amenhotep III as a cult statue, from Luxor Temple 
Luxor Museum, Luxor 
Arielle P. Kozloff, et al, Egypt’s Dazzling Sun, Amenhotep III and His World (Cleveland: Cleveland 
Museum of Art, 1992), fig V.14. 
	  
 
 
 
Figure 8: Akhenaten wearing the xprS crown, from Amarna 
Egyptian Museum, Cairo 
Cyril Aldred, Akhenaten and Nefertiti (New York: The Brooklyn Museum, 1973), fig. 52. 
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Figure 9: The Amun crown 
Sandra Collier, The Crowns of the Pharaoh: Their Development and Significance in Ancient 
Egyptian Kingship (PhD diss., University of California, Los Angeles, 1996), 13. 
 
 
 
 
Figure 10: Queen Tiye as a sphinx, from the Temple of Tiye, Sedinga, Nubia 
Kozloff, Amenhotep III, 443. 
 
 
 
           
Figure 11: The Bust of Nefertiti; front, back, left profile 
Ägyptisches Museum, Berlin, 21300 
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Figure 12: Diadem found on Tutankhamun’s mummy (front, left and back, right) 
Egyptian Museum, Cairo 
Christiane Desroches-Noblecourt, Tutankhamun (New York: New York Graphic Society, 1963), 
fig. 1. 
 
 
 
 
Figure 13: Ahmose Nefertari as a God’s Wife, with the typical headdress worn by women who 
held this office, from an unknown private tomb in Thebes, now in the British Museum 
Joyce Tyldesley, Chronicle of the Queens of Egypt from Early Dynastic times to the Death of 
Cleopatra (London; Thames & Hudson, 2006), 90. 
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Figure 14: Tiye depicted as a trampling sphinx, wearing the modius crown, from the tomb of 
Kheruef 
The Tomb of Kheruef Theban Tomb 192 (Chicago: University of Chicago Oriential Institute 
Publicaions, Volume 102, 1980), pl. 49. 
 
 
 
 
Figure 15: The cap crown 
Collier, Crowns, 13. 
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Figure 16: Ramesses III wearing the yellow cap crown, from QV 44, The Tomb of Khaemwaset   
Photo by Amy Calvert 
 
 
 
 
Figure 17: Ramesses III wearing the blue cap crown, from QV 44, the Tomb of Khaemwaset  
Photo by Amy Calvert 
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Figure 18: Evolution of the cap crown to the xprS 
Tom Hardwick, “The Iconography of the Blue Crown in the New Kingdom,” JEA 89 (2003), 74. 
 
 
 
 
Figure 19: The nursing of young Ramesses by Isis and Hathor from the Temple of Seti I at 
Aboydos 
Collier, Crowns, 119. 
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Figure 20: Amenhotep III as a youth, found within Tutankhamun’s coffin 
Egyptian Museum, Cairo 
Desroches-Noblecourt, Tutankhamun, fig. IIIa. 
 
 
 
 
Figure 21: Hathsepsut offering to the idophallic Amun-Re, from Medinet Habu 
Medinet Habu Volume IX: The Eighteenth Dynasty Temple, Part 1, The Inner Sanctuaries.  
(Chicago: Oriental Institute Publications, 2009), pl. 22. 
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Figure 22: The Amun Crown base 
Collier, Crowns, 99. 
 
 
 
 
Figure 23: Akhenaten as a sphinx on a broken lintel, drawing from Amarna 
Diana Wolfe Larkin, The Broken-Lintel Doorway of Ancient Egypt and its Decoration (PhD diss., 
New York: New York University, 1994), fig 67. 
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Figure 24: rwty lions from the Book of the Dead, the papyrus of Ani 
The Ancient Egyptian Book of the Dead, Translated by R.O. Falconer, ed. Carol Andrews (Austin: 
University of Texas Press, 1993), 34. 
 
 
	  
 
Figure 25: Cats flanking a lintel doorway in the tomb of Amenemhat, reign of Amenhotep III 
Jaromir Malek, The Cat in Ancient Egypt (London: The British Museum Press, 1993), 88. 
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Figure 26: Stela with two cats from Dier el Medina 
Ashmolean Museum, Oxford 
Jaromir Malek, The Cat in Ancient Egypt (London: The British Museum Press, 1993), 86. 
 
 
 
 
Figure 27: The location of the rock cut tombs at the site of Amarna. 
Norman de Garis Davies, The Rock Cut Tombs at El Amarna: Part II, Tombs of Panehesy and 
Meryra II (London: Egypt Exploration Society, 1905). 
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Figure 28: Examples of architectural types of the nobles’ tombs at Amarna.  On the left is a 
typical cruciform tomb, on the right is a cruciform tomb with a large pillared hall. 
Norman de Garis Davies, The Rock Cut Tombs at El Amarna: Part II, Tombs of Panehesy and 
Meryra II (London: Egypt Exploration Society, 1905). 
 
 
 
 
Figure 29: “The Royal Family Visit to the Temple” from the Tomb of Meryra 
Norman de Garis Davies, The Rock Cut Tombs at El Amarna: Part I: the tomb of Meryra (London: 
Egypt Exploration Society, 1903), pl. X. 
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Figure 30: “Royal Family Worshipping the Aten” from the Tomb of Panehesy 
Norman de Garis Davies, The Rock Cut Tombs at El Amarna, Part II, Tombs of Panehesy and 
Meryra II (London: Egypt Exploration Society, 1905), pl. V. 
 
 
 
 
Figures 31 & 32: “Royal Family Worshipping” from the Tomb of Panehesy 
Davies, El Amarna, Part II, pl. VI. 
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Figure 33: “Panehesy Decorated by the King” from the Tomb of Panehesy 
Davies, El Amarna, Part II, pl. X. 
 
 
 
 
Figure 34: “The Royal Family Driving Out” from the Tomb of Panehesy 
Davies, El Amarna, Part II, pl. XIII. 
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Figure 35: “The Queen Filling the King’s Cup” from the Tomb of Meryra II 
Davies, El Amarna: Part II, pl. XXXII. 
 
 
 
 
Figure 36: “Reward of Meryra” from the Tomb of Meryra II 
Davies, El Amarna: Part II, pl. XXXIII. 
 
 
 109	  
 
 
Figure 37: “The King and Queen in their Chariot” from the Tomb of Ahmes 
Norman de Garis Davies, The Rock Cut Tombs at El Amarna, Part III, Tombs of Huya and Ahmes 
(London: Egypt Exploration Society, 1905), pl. XXXII. 
 
 
 
Figure 38: “Royal Family Enters the Temple” from the Tomb of Penthu 
Norman de Garis Davies, The Rock Cut Tombs of El Amarna, Part IV, Tombs of Penthu, Mahu 
and others (London: Egypt Exploration Society, 1905), pl. V. 
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Figure 39: “Reward of Penthu” from the Tomb of Penthu 
Davies, El Amarna, Part IV, pl. VII. 
 
 
 
 
Figure 40: “King and Queen Eating” from the Tomb of Penthu 
Davies, El Amarna, Part IV, pl. X. 
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Figure 41: “Royal Family Worhsipping the Aten” from the Tomb of Mahu 
Davies, El Amarna, Part IV, pl. XV. 
 
 
 
 
Figure 42: “The Stela” from the Tomb of Mahu 
Davies, El Amarna, Part IV, pl. XVI. 
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Figure 43: “Royal Chariot Leaving the Temple,” Tomb of Mahu 
Davies, El Amarna: Part IV, pl. XX. 
 
 
 
 
Figure 44: “Royal Chariot Addressing the Senteries” from the Tomb of Mahu 
Davies, El Amarna: Part IV, pl. XXII. 
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Figure 45: “False Door” from the Tomb of Mahu 
Davies, El Amarna: Part IV, pl. XXIII. 
 
 
 
 
 
Figure 46: “Royal Family Making Votive Offerings to the Sun” from the Tomb of Apy 
Davies, El Amarna: Part IV, pl. XXXI. 
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Figure 47: Reconstructed colossi statue of Akhenaten as Shu from the gm pA itn at Karnak by 
Cyril Aldred.   
Aldred, Akhenaten, 264. 
 
 
 
 
Figure 48: “The Royal Family” from the Tomb of Rames 
Davies, El Amarna: Part IV, pl. XXXV. 
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Figure 49: “Royal Family Worship Aten” from the Tomb of May 
Norman de Garis Davies, The Rock Cut Tombs of El Amarna, Part V, Smaller Tombs and Stela 
(London: Egypt Exploration Society, 1905), pl. III. 
 
 
 
 
 
Figure 50: Tomb 22, “Lintel” 
Davies, El Amarna, Part V, pl. XVI. 
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Figure 51: “Entrance Façade” from the Tomb of Parannefer 
Norman De Grais Davies, The Rock Cut Tombs of El Amarna, Part VI, Tombs of Parennefer, 
Tutu and Ay (London: Egypt Exploration Society, 1905), pl. II. 
 
 
 
 
Figure 52: “The Reward of Parannefer” from the Tomb of Parannefer 
Davies, El Amarna, Part VI, pl. IV. 
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Figure 53: Armbands of Nefertiti from the Karnak talatat.  The image on top represents in color 
what the image on the bottom would look like 
Upper image taken from: http://heritage-key.com/blogs/owenjarus/nefertiti-and-aten-colour-
16000-amarna-art-talatat-blocks-luxor-original-pigment-pre 
Lower image taken from: Donald B. Redford and R.W. Smith, The Akhenaten Temple Project, 
Volume 1: Initial Findings (United Kingdom: Aris & Phillips, 1976), pl. 20. 
 
 
 
 
Figure 54: “The Reward of Ay” from the Tomb of Ay 
Davies, El Amarna, Part VI, pl. XXIX. 
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Figure 55: Stela R 
Davies, El Amarna, Part V, pl. XXLI. 
 
 
 
 
Figure 56: Stela S 
Davies, El Amarna, Part V, pl. XXXIX. 
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Figure 57: Stela A 
Davies, El Amarna, Part V, pl. XLI. 
 
 
 
 
Figure 58: Stela N 
Davies, El Amarna, Part V, pl. XL. 
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Figure 59: “Royal Family Worshipping” from the Royal Tomb 
Geoffrey Throndike Martin and Mark Lehner, The Royal Tomb at El Amarna: the Rock Tombs of 
El Amarna, Part II, the Reliefs, Inscriptions and Architecture (London: Egypt Exploration Society, 
1989), pl. 17. 
 
 
 
 
Figure 60: “Royal Family Worshipping” from the Royal Tomb 
Martin and Lehner, Royal Tomb, pl. 22. 
 
 
 
 121	  
 
Figure 61: “The Royal Family” from the Royal Tomb 
Martin and Lehner, Royal Tomb, pl. 26. 
 
 
 
 
Figure 62: “Royal Family Adorning the Sun” from the Royal Tomb 
Martin and Lehner, Royal Tomb, pl. 34. 
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Figure 63: “Mourning the Death of a Mother” from the Royal Tomb 
Martin and Lehner, Royal Tomb, pl. 58. 
 
 
 
 
Figure. 64: Nefertiti smiting a female enemy 
Museum of Fine Arts, Boston 
Aldred, Akhenaten, fig. 41. 
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TABLE 1:  Chronology of the 18th dynasty 1 
 
Approximate dates King   Great royal wife2 
 
1550-1525 BC  Ahmose I  Ahmose Nefertari 
 
1525-1504 BC  Amenhotep I  Merytamun I 
 
1504-1492 BC  Thutmose I  Ahmose 
  
1492-1479 BC  Thustmose II  Hatshepsut 
   
1479-1473 BC  Thutmose III with Hatshepsut as regent 
 
1473-1458 BC  Hatshepsut with joint reign of Thutmose III 
 
1458-1425 BC  Thutmose III  Merytre Hatshepsut 
 
1427-1400 BC  Amenhotep II  Tia 
 
1400-1390 BC  Thutmose IV  Mutemwia 
 
1390-1352 BC  Amenhotep III  Tiye 
 
1352-1336 BC  Akhenaten  Nefertiti 
 
1338-1336 BC  Neferneferuaten ? 
 
1336-1336 BC  Smenkhkare  Meretaten 
 
1336-1327 BC  Tutankhamun  Ankhsenamun 
 
1327-1323 BC  Ay   Ti 
 
1323-1295 BC  Horemheb  Mutnedjemt 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Based on the chronology put forth by Hornung in: Ancient Egyptian Chronology. Erik Hornung, 
Rold Krauss and David A. Warburton, eds. (Leiden: Brill Publishing, 2006), 198-209. 
 
2 Based on the list of Egyptian queens from Troy, Queenship,  “Register A: Royal Women,” (151-
179). 
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TABLE 2: Chronology of the Amarna period3 
 
Date  Year in Akhenaten’s reign  Notable events 
 
?  Before year 1    Meretaten is born 
 
ca. 1353 1     Early name of the Aten appears in 
cartouches 
 
Hb-sd festival 
 
Meketaten is born 
 
Nefertiti takes on name 
Neferneferuaten-Nefertiti 
 
ca. 1349  5     Move to Amarna 
 
Amenhotep IV takes on name 
Akhenaten 
 
ca. 1348 6     Boundary stelae construction begins 
 
       Akhesenpaaten is born 
 
       Neferneferuaten-Tasherit is born 
 
ca. 1346 8     Boundary stelae completed 
  
       Last appearance of early name of the  
Aten 
 
Nefernefrure is born 
 
Setepenre is born 
 
ca. 1342 12     First appearance of late name of the  
Aten 
 
ca. 1340 14     Death of Meketaten 
 
       Death of queen Tiye 
 
       Nefertiti becomes coregent (?) 
 
ca. 1337 17 and after    Death of Akhenaten 
 
       Smenkhkare ascends throne 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 Chronology taken from “Chronology: The Amarna Period” in: The Royal Women of Amarna, 
Images of Beauty from Ancient Egypt (New York: The Metropolitan Museum of Art, 1996), xviii-xviv. 
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TABLE 3: The nobles’ tombs 
Scenes in which the tall blue crown appears.1 
 
Key for crown types: 
Red: Red crown of Lower Egypt 
White: White crown of Upper Egypt 
BW: bag wig 
K: xprS 
TB: tall blue crown 
?: cannot be completely determined from current preservation 
	  
Rock Cut Tomb 
volume, plate # 
 
Tomb name Queen’s crown King’s crown 
Vol. I, pl. X Meryra TB K 
 
Vol. II, pl. V 
 
Panehesy TB K 
Vol II, pl. VI 
 
“ TB K and White 
Vol II, pl. X “ TB K 
 
Vol II, pl. XIII 
 
“ TB K 
Vol II, pl. XXXII 
 
Meryra II TB K 
Vol. II, pl. XXXIII “ TB K 
 
Vol III, pl. XXXII 
 
Ahmes TB K 
Vol IV, pl. V 
 
Penthu TB K 
Vol IV, pl. VII 
 
“ TB  K 
Vol IV, pl. X 
 
“ TB BW 
Vol IV, pl. XV 
 
Mahu TB K 
Vol. IV, pl. XVI 
 
“ TB BW 
Vol IV, pl. XX 
 
“ TB K 
Vol IV, pl. XXII 
 
“ TB K 
Vol IV, pl. XXIII 
 
“ TB K 
Vol IV, pl. XXXI 
 
Apy TB K 
Vol IV, pl. XXXV 
 
Rames TB K 
Vol V, pl. III 
 
May TB ? 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Scenes analyzed from Davies, El Amarna, 6 volumes.	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TABLE 3 Continued 
	  
Rock Cut Tomb 
volume, plate # 
 
Tomb name Queen’s crown King’s crown 
Vol V, pl. XVI 
 
Tomb 22 ?, probably TB with 
plumes 
K 
Vol VI, pl. II 
 
Parannefer TB K 
Vol. VI, pl. IV 
 
“ TB K 
Vol. VI, pl. XXIX 
 
Ay TB K 
	  
	  
	  
TABLE 4: The boundary stelae 
Crown variations on the boundary stelae.2 
 
Key for volume pages and plate number: 
RTA: Norman de Garis Davies.  The Rock Cut Tombs at El Amarna, 6 volumes.  Egypt 
Exploration Society, 1903-1908. 
Murnane: William J. Murnane and Charles C Van Siclen III.  The Boundary Stelae of Akhenaten.  
Kegan Paul International Ltd., 1993. 
 
Key for crown types: 
Red: Red crown of Lower Egypt 
White: White crown of Upper Egypt 
K: xprS 
A: Anedjity, tall blue crown base with two plumes, horizontal twisted ram horns and a sun disc 
H: Hathoric, modius topped with cow horns, a sun disc and two plumes 
TBP: tall blue crown with plumes and a sun disc 
TB: tall blue crown 
BP: badly preserved 
?: cannot be completely determined from current preservation 
	  
Volume, page/plate 
 
Stela name Queen’s crown King’s crown 
RTA, Vol. V, pl. XLI 
 
Stela A A K 
Murnane, pl. 20 
 
Stela B H Red 
Murnane, pl. 21a 
 
Stela F ? ? 
Murnane pl. 14 
 
Stela J ? ? 
RTA, Vol. V, pl. 
XXXVII 
 
Stela K H K 
Murnane, pl. 23 
 
Stela L ? ? 
Murnane pl. 9 and 23 Stela M ? K 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Scenes analyzed from Ibid., and Murnane and Van Siclen III, Boundary Stelae. 
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TABLE 4 continued 
 
Volume, page/plate 
 
Stela name Queen’s crown King’s crown 
RTA, Vol. V, pl. XL 
 
Stela N TBP K 
Murnane, pl. 25 
 
Stela N BP, two plumes 
preserved 
White 
RTA, Vol. V, pl. XLII 
 
Stela Q TB K 
RTA, Vol. V, pl. XLII 
 
Stela R TB K 
RTA, Vol V, pl. XXXVI 
 
Stela S A K 
Murnane, pl. 29 
 
Stela U TBP K 
Murnane, pl. 15 and 31 
 
Stela V A K 
Murnane, pl. 32 
 
Stela X ? K 
	  
	  
	  
TABLE 5: The royal tomb 
Scenes in which the tall blue crown appear.3 
 
Key for crown types: 
TB: Nefertiti’s tall blue crown 
Hathoric: Horns and feathers, solar disk not visible 
Red: Red crown of Lower Egypt 
K: xprS crown 
 
Plate # 
 
Title of scene Queen’s crown King’s crown 
Shaft room D, wall E 
17 
Royal family worshipping 
 
TB ? 
 
Pillared hall E, wall A 
22 
Royal family worshipping 
 
TB Red 
Pillared hall E, wall B 
26 
Royal family 
 
TB K 
Room alpha, wall A 
34, 36 
Royal family adorning the sun 
 
TB and H ?4 
Room alpha, wall F 
58 
Mourning the death of a mother 
 
TB K  
 
	  
	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 Scenes analyzed from Martin and Lehner, Royal Tomb. 
 
4 The king was originally identified as wearing the xprS by Bouriant but this was not apparent when 
re-examined by Martin.  Therefore, this crown is labeled as “?”.  
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KEY FOR TABLES 6, 7 AND 8 
 
Key below pertains to all tables. 
 
FOUND AT: 
 
K: Karnak talatat  H: Hermopolis talatat   N: Nobles’ tombs 
 
BS: Boundary Stela U  RT: Royal tomb    All: all locations 
 
(1): this title only appears once in the entire corpus of Nefertiti’s titles  
 
SCENE TYPE: 
 
All: Appears in all scene types below 
 
Window of appearances: King and queen stand in kiosk above an official rewarded with gold 
collars 
 
Offering: King and queen stand under the Aten, giving food, libation or incense 
 
Entertaining queen Tiye: King and queen sit with Tiye, either eating or drinking 
 
Body text: Found within the text of the Boundary Stela U 
 
King receives official: King and queen sit before the official, who often raises his hands in praise 
 
Queen filling king’s cup: King sits in a chair and Nefertiti pours liquid into his cup 
 
Mourning scene: Refers to Pillared Hall E in the royal tomb as part of the funerary scenes of 
Meketaten 
 
Prayer of Ay: Within the text of the Prayer of Ay 
 
Hymn to the Aten: Within the Great Hymn to the Aten in the tomb of Ay 
 
SCENE CATEGORY: 
 
Common: Titles typically used by queens of the 18th dynasty 
 
Physical appearance: Titles describing Nefertiti’s beauty 
 
Personality: Titles describing Nefertiti’s presence in the palace 
 
Role as wife/relationship with king: Titles describing Nefertiti’s duties as Great Royal Wife 
 
Religious and ritualistic role: Titles that describe Nefertiti’s relationship with the Aten 
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TABLE 6 
 NEFERTITI’S TITLES 
Nefertiti’s titles, where they appear, and their category. See key above for abbreviation 
descriptions. 
 
Underlined: Title does not appear with the tall blue crown 
	  
TITLE TRANSLATION FOUND AT SCENE TYPE SCENE 
CATEGORY 
Hmt nsw wrt	   Great wife of the king K, H, N, RT All General 
	       
nbt tAwy	   Lady of the Two Lands All All General 
Hnt Sma 
mHw	  
Mistress of the north and 
the south 
K, N, BS, RT Window of 
appearances, offering, 
king receives official 
General 
rat-pt	   Heredity Noblelady K, N, BS, RT Window of 
appearances, offering, 
entertaining queen Tiye 
General 
Hmt nsw aAt	   Great wife of the king N Queen filling king’s cup 
(1) 
Role as wife 
Hnwt Hmwt 
nbwt	  
Mistress of all the 
women 
N, RT Offering, mourning 
scene 
Role as wife 
	       
nbt imAt	   Lady of the Imat-scepter N Offering Religious 
	  
	  
	  
TABLE 7  
NEFERTITI’S EPITHETS 
Nefertiti’s epithets, where they appear, and their category. See key above for abbreviation 
descriptions. 
 
Underlined: Epithet does not appear with the tall blue crown 
 
TITLE TRANSLATION FOUND AT SCENE TYPE SCENE 
CATEGORY 
Hmt nsw wrt mrt.f	   Great wife of the 
king his beloved 
All All General 
wrt Hswt	   Great favorite K, N, RT Offering, 
entertaining 
queen Tiye, 
General 
Xnmt Hswt	   One who is 
united with 
praise 
BS Body text (1) Religious and 
ritualistic 
nbt nDmt mrt	   Lady of 
sweetness and 
love 
K, H, N Entertaining 
queen Tiye, 
Personality 
ant m Swty	   One who is 
pleasing with the 
two feathers 
N, BS Offering, body 
text 
Religious and 
ritualistic 
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TITLE TRANSLATION FOUND AT SCENE TYPE SCENE 
CATEGORY 
hry Hr Ddwt nbwt	   Pleasing with 
regards to all 
words 
N Offering (1) Personality 
Dd.s x[t] nb[t] 
irr.tw [n].s	  
All things she 
says are done for 
her 
N Offering Role as wife 
wbn pA itn r rdit 
n.st Hswt Htp.f r qAb 
mrwt.s	  
The one for 
whom the Aten 
rises in order to 
give her praise, 
he is pleased to 
repeat her love 
N Offering (1) Religious and 
ritualistic 
Xnmt nfrw.s	   Endowed with 
her beauty 
N Prayer of Ay (1) Physical 
appearance 
sHtp pA itn m xrw 
nDm m nAy.s Drty 
nw Xr sSSwt	  
Who pacifies the 
Aten with a 
sweet voice and 
her hands 
carrying the 
sistra 
N Prayer of Ay (1) Religious and 
ritualistic 
aAt m aH	   Great one in the 
palace 
BS Body text (1) Relationship with 
king 
nbt rSwt	   Lady of joy BS Body text (1) Personality 
Haa.tw n sDm xrw.s	   One rejoices at 
hearing her voice 
N, BS Body text Personality 
wab awy	   One who is pure 
of hands 
RT Offering (1) Religious and 
ritualistic  
	  
 
 
 
TABLE 8  
NEFERTITI’S EXHORTATIONS 
Nefertiti’s exhortations and locations where they appear 
 
TITLE TRANSLATION FOUND AT SCENE TYPE 
anx.ti Dt nHH	   May she live forever 
and ever 
All All 
anx.ti Dt r nHH1	   May she live forever 
and ever 
All All 
anx.ti snb.ti rnpi.ti Dt 
nHH	  
May she live, be 
healthy and be young 
forever 
N, RT Offering, Hymn to the 
Aten 
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Space was dependent on the addition of the “r” and does not affect the translation. 
